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Abstra.ct 

The the sis examines the nature of the "real" in the cinema; l overview the 

theories that. are historically used, and offer some alternative models. First, l 

survey how the "resl" has been traditionally theorized in film theory. The 

realist/anti-realist debate is addressed; the psycholinguistic theory of Jacques 

Lacan and Jean Baudrillard's postmodern model of the hyperreal are reexamined 

in light of their profound effect on film theory's modf::l of the cinematic "real." 

largue against these theories as models of spectatorship and the "real" because 

of their hermetic nature. 

J then consider Walter Benjamin's Passa.gen-Werk and the "dialectical image" 

as an alternative approach to the problems of the "real." Benjamin's model takes 

inta consideration both the epistemological nature of the image and the 

problematics of cultural contexte In cond\.. sion, 1 analyze the problem of 

mediation in any model of the cinenlatic "real." 



" 

f, 
t, 

i z 

1 

l 

RésUIDé 

Cette thèse interroge la nature du "réel" dans le cinéma; je SUI'VOIt' les 

théories du "réel" utilisées le plus souvent dan!? les études cint:>mat.ogl'nphiq\WH, 

et j'y offre des alternatives. Dans un premier temps, j'examinc> cOlllment le ",'pcl" 

a été construit dans la théorie du film. Lp débat l'éalistc!contt'p-/'éu!isLe se met 

en causej la théorie psycholinguistique de Jacques Lacan el la lIIodèle 

postmodel'ne du "hyperréel" de ,Jean Baudt'illal'd se font l'eintcl'I'oger' il ('IllISC (h· 

l'effet profond que ces discours ont eu SUl' le modèle du "réel" cin~mlllique 

élaboré dans la théorie du film. Je soulève des objt>ctiollS conll'c Ct'S eoncepUoflH 

du "réel" et de la nature du spectateur cinématogl'aphiqlws en ce qui COneN'rH' 

leur hCl'mélhmJe. 

Dans un second Lemps, je considèl'e le PltSsagen-rvel Il de [3cnjulllin llinl::li 4ue 

"l'image dialectique" comme un méthode alternatif d'aborder les problèmes du 

"réel." Le modèle de Benjamin tient compte de la naturE' épislômologique de 

l'image aussi bien que la problématique du crl1texte culturel. En conclusion, 

j'analyse le problème de la médiation dans tout modèle du "réel" cinématique. 
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If we z:;hadows have offended, 
Think but this and an is mended, 
That you have but slumb'red here 
While these visions did appear. 
And this weak and i'lle theme, 
No more yielding but a dream, 
Gentles, do not reprehe.'Od. 
If you pardon, we will mend. 

A Midsummel' Night's DreanJ 

iii 



1 Table of Contents 

AcklJOh 1 edgemel1 t s ••••••••••• , • t , ••• , ••••••• 

Introduction 
The Cadaver's Pulse: Film Theory's Construction of The Viewer and The Ueal • 

1. Two Historieal Anecdotes .. 
2. The Real and The Reel .. ti 

3. A Short Hislory of Film Theory . . . . .... 14 

1. The Exquisi te Corpse: The Psycho logi Gal Real . • 20 

1. Leçon 1: Freud et Film ••• ....... , • 22 

2. Leçor II: Lacan et LtAutre . ... • 'L7 

3. Surrealism, or, And Now Fol' Somplhing Completely Different •• · .. • :H; 

II. Simulations and Hyper-Reality: The Texlual Real ..... · .. • .)!J 

1. Jean Baudrillard: America's Jerry Lewis · .. • 50 

2. From Wall Disney To Watet"gate, or, The Skeleton Dancp. . . . . · 67 

III. The Dialectics of Seeing: The Cultural Real • 79 

1. Walter Benjamin and The End of HistorieRl Progression. . . . . · .. • 80 

2. The End of History: Cinema and National Socialism · 89 

3. Culture, Mass Culture, and Ur-H istory . . . . . ... • 9B 

4. The Leaden Years; Forgotten Identity and New German Cinema •• · .. .105 

Intersections • • . • • • • • • • • • If • • • • • • • • • 114 

Conclusion 
Cineaatic Realisas: Seeing Filas at The End of The Century .•.••.••• 119 

1 
Bibliography • .139 . . . · .. 
Filaography .• 152 . . . . . . . . . . . . . . . . . . . . . . .... 

----------------------------------------



( 

INTRODUCTION 

THE CADA VER'S PULSE: Film Theory's Construction of The Viewer and The Real 

The spectacle is not a collection of images, but a social relation 
Ilmong people, mediated by images. 

Guy Debord, Society of The Spectacle 

1 love going to the movies, the only thing that bothers me is the 
image 0'"' the screen. 

Theodor W. Adorno, "Transparencies On Film" 

Television is like eating potato chips--garbage is garbage. 

Anthony Berman, Captured Visions 
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Two Historienl Anecdotes 

Part J. T~,o Hlstorieni Anecdot.es 

There are numerous staries surrounding tlH l'E'sponsf' the firal paying 

audiences had to the movmg pict.u l'e. Lpgend has lt thaL wht-">n llw l.umil"'t' 

Brothers screE'ned thell' flrst film, 1.'Al'l'l\'ép d'IIIJ tl'mn (lfWfi) on llpcpmbt'" 28, 

1895, viewers l'an From the Pal'ls s('re('nin~ ,'00 TIl , f('aring thaL th{' Indn on Iht' 

screen wOlild mamentul'ily crash thrnugh the \.\'all and Cl'llHh them la dt'llth. 1 

The cf'ntt'al cancern of thls thpsls arosp From thE' afol'eownt \otll'd dilcllIlI\H. 

From this fn'st. SCl'eenmg onwm'd, people have pl'l'slInlf'd tllill Ul<' l'illf'llIll, fal' 

more so than the fine and plastic H1'ls pr'('('cding IL, had 1111' uncfuHly Ilhlltty 10 

mimic realit~·. Sinet" tht-' Lllmièl'f'b' SCl'ppmng, the pal'ado\ bptw('pll a,'l.ifl<'t, and 

reality has played a lauge part in thl'ories of thp cill!'TIIa Hnd thl' spt'rt,lltIH'. 

Indeed, UliS pal'ado\: was mockl·d as eflrly as UW2 III Edward S. Po\'Lp\"s lJrwlt> 

Josh at the Movin;t Pictlll'P Show, a film that parodied UlI' t'l'HI'Uon of 1 hl' LUllIli',,!, 

bl'othel"s audiellC'f', The concel'n of I.he cinema all(ilPi'l('P. thPrJ, was not I.hul. th .. 

image WélS eq\lal ta the real world, but t.hal thp :;nmilal'JIJPs betwPPri tht' r'l'ai 

wOl'ld and (,lnemntlc repl'eSf'ntfltion WI'I'P U n('nnn~'. 

This paradox has l'tlso mfol'nlpd tllP f(Jl'tnl'tl, RtXllctUl'IlI, tpld.ual, Hnd polll.wnl 

conCPl'ns of nlflny filmmakers, pl'oducmg a \0, Id(~ v&.rlpLy of fIlms. "ClassÏl'IlI 

Hollywood cmema," neort>rÛ1Sl1IO Itall/lllO, ln 1I()(jvellIJ Vf.HiIl f', Nf:'W ArneJ'lI'an ('ln"Hlu, 

the avant-gard(J, flnd expel'iIllPnl.nl femilllst CInema haye ail shown ('(ml'f'I'U oVP/' 

the cinema's ability to nllmlC thr> "real," Onp l'an sei' t.hlS Itl worhs Ill-, dlVf'l'1-.f' 

as Robert Mont.gofllE:'ry's [he l.ad:,>, ln The l,a/uc> (1940), Fr('dPJ'\I'O h'lilm'f\ Lmllf'/'fo 

D(1952), Jenn-Luc Godard's Deu\ OIJ Irols ChOSP8 LJIJ('Jf? sms rI'/'lIt' (l!Hiti), "tHU 

Brakhage's The Art of f>ef>lflî.( h,/th OJJP'S l)h'll Fycs (1971), and Yvonn/' IUutl/'l"H 

The Man r{ho f<.'n .... wd Women (1985). 

both realist and antl-l'ellhst cm(~mat\(' styles arp lnextrl('llbJy t IPd to ('(HlCf'l'rtS 

about t.he "real." Indepd, the radlcal anti-rPHlism of Brakha~l', Hairwl', (~()dlll'd, 

and Laura Mulvey al! developed, in part, as a rf'sponse 1.0 t hf> rf'll!lsm of t.he 

l See Roy Armes, Film and Reality: A HistoricaJ Survey (London: Penguln, 
1974): 22-29. 
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The Cadaver's Pulse 

Hollywood cinema. 2 

This thesis addrpsses how the spectator eomes to tel'ms with the "real" in 

the cinema, und how this differs fl'om th .. manner in which the "real" has been 

historkally lhmrlzed. To IIndcrlake this study, the fil'st half of the thesis 

exarOlnes models conccrIlNl wlth the l'elationshlP between the cmema, the 

spect.ator, /lnd th(· "l'cal" that l sllggest arC' madpquate; thp se('ond half atLempts 

to suggpsl. how the Il l'l'al" in the Clllema can he theorized mOI'C' profltabIy. 

";rlllf' II. IS undprsto(Jd that thp cin0mtl IR, fir:;;t tlnd fon>most, artifice--a 

rcpl'cspntlülotwl C'unstructlon -:Jn the pal't of the filmmakpr--the intuition that t.he 

image somehow rpprespnts re:>ality l'emains a ('C)n~'prrl of ulldlPnces. The first uim 

of this thf>sis is tn l'et'valuatf' the /Tlodels that have been Lraditional1y used to 

define thf' "renl" !Tl thp cin(Jmn. Thp second ailll IS to off(>!' some nC'w avenues 

of inquil'Y Chnt could slwd mort' light on the relationship betwecn the cinema's 

nllmetlc reprpspntation Rnd tJw vIE'wer's bf'lief in the Illusion that wha! she sees 

on t.he SCl'cen has Il dIrect \,plntlonshlp to the l'eal world. 

From t h(· Cll1l'ma'S U1<'f'ption, t he "l'cal" has hoverf>d hf'hlnd the vje:>wer's 

notion of t.h!' cinE'lnlltir Imllgp. The "knowledge" thal the viewer del'ives from 

nf'wsref'ls, do(,u(ll'Hmas, documpntary and ethnographIe fIlms is based largely on 

UJ(' filmrna){E'I"s <'Ialllls about the ,'eality of then' representations, even if this 

reality WI\t:'\ ItsC'lf an IllUSIOn. Tf the VleWel' did not bf'lieve, m sorne Sf'nse, in the 

realtty of th('sp IInai5ps, lhf're would be no l'easan for her t.o wat<,h these movles; 

R pomt thRt is bl'ought lo hght ln films such as Napolean Chagnon and Timothy 

Asch's The ,h:e-Fl~ht (1975) and Michael Rubbo's h'lutmg Fol' FIdel (1975). 

NarratlvP cint>ma, whllE' telhng fictional stories, Rlso made claims about the l'ealism 

of its lrnagE'S. l!olly,,,ood cinema adopted l'eahsL models of represent.atlOn to 

pngagp in "crislInilitude, allowing the vi8wer to equate l'ealism with the "real." 

For different lheorists, lhe term "l'eal" has radically different meanings. 

Thel't'fore, each chapter' looks at a diff(:'rent facet of the "real"; psychological, 

2 Set' Stan Brakhage, Brakhage SCl'apbook (New Palt.z: Documentext, 1982): 
235-240; Yvonne Rainer, "Sorne Ruminations al'ound CinernatiL: Antidotes Lo the 
Ot'dipal Nf>t(lps) whilf' Playing with De Laul'aedipus Mulvey, or, He May Be Off 
Screpn, but ... " The Independent 1 (986): 22-25; and Laura Mulvey, "Visual 
Plt'aSllle and Narrative Cinema," Screen .i~.3 (1975): 6-18. 
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Two Historical Anecdotes 

textual, and cultural versions are all considel'cd. There is un undel'lying motif 

throughout the different theoretical models of the "['cal"; aIl thl't't' ElrPIlS of 

inquiry are, in diffE'l'p.nt ways, concern~d with the relatiopship twtwt>cn In\l\gf"H 

and the 1 eal world. 

The psychologieal, cultural, textual, and conventional bHC~k~rollt\d of the 

audience aU come into play when addressing questions of the "l't'nI" in t/w 

cinema. The cinema sets up expf>ctations on aIl these If> vph.; , .'lS can be s('t'n III 

the following eXFlmple. Almost twenty years after the Lumièr(' Hrothers' fil'st 

s('r€'ening, Windsor McCay prernier~d his animated film C;crtw thE? 1>inosllul' 

(1914),'1 Designed for his Vaudeville show, ~tcCFly stl'ucturl'd the film 80 thlll 

Gertie could catch an apple- in hel' mouth whcn he thl'cW it at tWl'. The lllldlPnef> 

was reportedly Flmazed by this feat, wondering how it cOllld hE' flccomplished, 

similar ta the way one attf'mpts to flgure out. li magkian's h;#èrc de main. What 

fascinaled the audi(~nce W1\S 1 he blending r f the "real" Ilnd l'p(n'cspnlation, Ilnd 

how thls triCK-fIlm blurl'ed the lines belween t.he two. Thp audit'nef' }UH'h' G('l'tlt~ 

was nol therf', but il seemcd like shp was. This effect ftrosf' from her r'palJstic 

a.ction ("catching" an applel, not the rea.lism of her sereen pl'pHenee. The centl'fil 

point of this anf~cdote if> thal the audience did not l'un away, fpal'ing t.hal. 

dinosaurs again ruled thE' t'arth. Inst€.'ad, they wanted to know how and why tJl(' 

artificf' workHd in such a convincmg way. 

As the cinema ftdded sound with The Ja.zz Singer (1927 l, two-strip 

technicolouT' wlth On r1ith the Show (1928) and three-strip t,l.~dHlicolour wlth WIlIl 

Disney's animatf'd Hhort F'lowers a.nd J'l'ces (1932), the HenHû the' audience 

developed of Hw reality of lhf' rpprC'sentallons becanlc strong('/' and !-ltt'ong(·r·. 

The addition of sound and colom' did not mal{{' the' cinema Sf'cm more' Iilu' reillity, 

but il did rnake the Ilrtiflce and Uw mlln('SIS Illorp "real," llIorl' life-like. 'l'hl' 

McCay example IJoints to how qluckly the Ftlldience undel''"ltood Hw tcchnical 

properties of the cinema. l am not arguing that the cmemat.ic RpecLaLor WllR 

deluded into beheving that the images on the sereen were l'eal world HventR, t.hat 

flowers and tt'ees r('aJJy came t.o life in the eponymous Disn(~y short. Tnstead, the 

3 See Donald Crafton, Before Mickey: The Animated Fj}m 1898-1928 
(Cambridge, MA: MIT Press, 1982): 110-113. 
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argument is that lU; the cinema, through technological advancement, mimicked the 

"real" more and more, the film spectator waH placed in a quandary between 

"artifice" and "reality." Thc> t.ension between "artifice" and the "real" in at the 

centre of t.he vi(-'wer's understanding of the cinema, and also at the centre of 

this t.hesis. 

To undertake this study of the cinematic "real," three areas are explored 

in depth: psychoanalytic and phenomenological models of psychology and their 

connedion with mind-dependent and mind-independent models of the "real"; the 

differpnee bet.ween inferences about the reality based on the "real" in cinema and 

on simulation; and the funetion and structure of cultural history and cultural 

artifacts as signposts of the "real." In exploring these questions, the primary 

models of contempol'ary film theory are re-examined: Freudian and Lacanian 

psychoanalysis; postmodern notions of the simulacra; and the dialectical 

materialism emergIng from the Frankfurt school. The relative values and 

limitations of these models are considered, and new approaches to the questions 

of the "real" in cinema are proposed as areas of further research. Finally, an 

attempt is made to point to the potential intersections between the se contrasting 

theories. In doing sa, it will be seen if it is possible to l'aise new questions 

about the "l'eal" in the cinema that take into consideration both the nature of 

cinematic mediation and the problematics of cultural contexts. 

The ehapters themselves function as three separate areas of inquiry, but 

certain themes recul' throughaut: the l'ole of surrealism as a textuai strategYi the 

differing approaches ta the "real" adopted by realist and anti-realist texts; the 

notions of "Recret," repressed or oppositional histories; and the various 

definitions of the "real," ranging from the empirical to the realist to the 

simulacra of the postmodernist. The conclusion draws these strands together, 

and attempts to schematize the nature of the cinematic image's relationship to the 

"real." 
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1 The Real and The Reel 

Part II. The Real and The Reel 

Many film theorists have argued that the film image is a "construct," 

medi,qting between the viewer and the p.xternal, l'eal world. On fi thE'Ol't'! ÎCIlI 

level, film theory's concern with the dichotomy between the presC'nc(' p~ horlied 

by the cinemati~ image and its' sirnultaneous evocation of absence points townr(l 

this. This debate foeuses on the inherent mE::diation of Uw cinf'matic Imagf' 1\8 fi 

representational system which mirrors anc' reconstrucl,s l'pailly; lhf' cinf'ma 

becomes the spectatol 's window onto the world, which then 1'f'f1ects back onto th(> 

viewer. The increasing realization that what we takt> La be "l'pal" is not. 

necessarily a reference to rt"ality, but instead El referencp ta what we constl'ue 

to be reality lhrough the mediation of the cinematic t.ext, has not \ed to a. grüatf:>l' 

understanding of how audiences relate and respond t,o 'lisual images. If 

anything, both popular and theoretical diseoul'ses now dlsmlss any daim ahollt 

reality as the l'eferent of the image. 4 This works weIl as a rhetorieal strategy, 

but it does not explain the faith Wl" still have in images in (~vel'yday liff>j OUI' 

intellectual and ernotive responses ta ima,ges now seern more split than (-'ver. The 

present work begins with this probletll. and tries to understand how thf.'re are 

sorne ima~es within the cinema which, in spite of the theoretical daims Wp make 

about the nature of fictional and sub iective discoursf'. strike us with an 

immediacv that can onlv be f'xplained in terms of the "l'eaL" Films aH divel'Sü 

as Alain Resnais' Nuit et brouillard (1955). Stan Brakha~e's Window Water Hliby 

Movinil (959). Pier Paolo Pasolini's Salo 0 le 120 ~lOl'na.te dl Sodoma (1975), and 

Rainer Werner Fassbinder's In einem Jahr mit dreigehn Monden (1978) fall into 

this category. 

The use of the term "real" is fraught with problems. Its use tlPre, unless 

otherwise stated, is not to be taken in the sense of either Lacan or Baudrillurd, 

and its evocation in many ways stands in opposition to their thf'ol'etical modl'lH 

of the "real." For both of the ubove theorists, although in dlffet'ent ways, the 

"rea1" is a phantasm the subject embellishes with meaning. Df'Splte its use by 

4 See Christian Metz, Language and Cinema (The Hague: Mouton, 1974): 22-49. 

6 



The Cadaver's Pulse 

ot.her theorist.s, l cannot forsake the termj the word implies too mueh in everyday 

language. When we, as theoreliclans or "regular" film viewers, make the claim 

that what Wf' are viewing is "real," 1 argue that we are not making an 

onl.ological clalm ahout the world. Also, we are not speaking of the power of the 

text t.o 1 replieat,e" the "rpal" through verisimilitude. Instead, l suggest that we 

take the cinematic Image to be "real" when the conventional signaIs that 

rnediation is tllking plac~e seem to break down. The presence of what we deem 

as "rf'aJ" st.llrtks us, because of its emergence from a constructed, fictional text. 

Yet., we arf' llblp 1.0 vÎpw the text as "real" because we simultaneously know it is 

a rt~pr(!sE'ntation. The "real" in film, J argue, strikes us with an emotional and 

intelleclufil presen~e, but in our l'ole as viewers, we acknowledge absence and the 

fundamental gap bE'tween representation and reality. This keeps us aware that 

film is only a fleeting image, a phantasm. 

Yel, there is stiU the l'ecurring feeling that what we have seen cannot be 

easily eategorized or ~hunted aside. This swing between presence and absence 

guides our responsc>s ta many horrifie and disturbing images. For example, the 

obsessive documentation of concentration camps by the Nazis and our subsequent 

fascination with these images points ta a tenuaus relationship between knowledge, 

understllndmg, and the cinematic image. The Holocaust is a historir.al faet one 

can attempt ta analyze and explain through psychologieal and Bocio-political 

motivat.ions, but ta distil this knowledge into a set of images that show 

incomprehensible horror does not "explain" the event in any traditional sense. 

We can confront the images, but we cannot come to terms with why these images 

were generated in the first place. This attempt to "understand" can be seen in 

lhe incremental length of films attempting to "explain" the Holoeaust, 811eh as 

Marcel Ophuls' fouI' hour and twenty minute Sorrow and the Pit y (1970) and four 

hour and twenty-seven minute Hotel Terminus: The Life and Times of Klaus Barbie 

(1987)j Hans-Jiil'gen Syberberg's seven hour Hitler, ein Film BUS Deutschland 

(1977); and Claude Lanzmann's eight hour and twenty-eight minute Shoah (1985). 

In an attempt to include "everything," these films try desperately to "tell the 

whole slOl'Y." The gap between the production of the Halocaust footage and the 

cm'rent mt'lming of these images preeludes this possibility. The cinematic text, 
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no matter how much it shows thf! yiewer, cannot stand in for the histol'icHI 

events, or for the real world, and any explanation it gives must be partial. In 

this sense, the "real" works in a fundament.ally dlff,'rent manne!' from ''l'ealit y" 

or the "real world." 'l'hE' "real," in IllY view, Rl'1SeR from tht~ ('lI\ema's minwt.ic 

ability, the viewer's belief in t-,he refe)'ent of the cinematic Inltlge, and the bell('f 

syst.ems of the viewer hel'self. These beHefs pl'ovid(> th!' VÏt'WPI' wlt.h background 

knowledge, as inadequate as it may be, as t.o th<' f{'cling of !.Il{' rpaIit.y of thp 

representation. 

The theorics that have attempted to address thesp pl'oblems of t.he ''l'PI11'' 

aIl faU short. Empirical lllodels, such as the ones proposcd by No<'l Carpoll, 

Kendall Walton, and Gregory CUlTie, do not, on t.heir own, anHwpl' ail thp 

questions about the relationship hetween reality and photo,l.p'aptllc and dlu'matie 

representation: these models do not address culllu'p, intuItion, 01' nlPaning in any 

strong sense. Here, the viewer only has ta corrf'cUy identtfy the> "objpct" shown 

in the image ta discern the "rea]."s The modcls of th(' "l'f~al" t'xlrapolated t'I'om 

Lacan and Baudrillard are nowhere near adequate, eJthel'. Of COUt'Re, Hw 

meanings ascribed to the flreal" by Lacan, Baudrillard, and th!' film theorist fi 

which followed them are of importance to this Cl uf'stion; ttlf'S(> versiom; of t.he 

"real" are intensely metaphysical, and will be dealt wiLh ln turll. 

While arguments addressing questions of the "real" are central t,() the 

theoretical concerns of most film theory, the arguments put forlh in this thl'sis 

will, for the mast part, side-step film theorYi instead 1 will j'eturn lo the prlmar'y 

theoretical texts from which mueh of contemparal'Y film theory IU'OS(,. l'hel'(~ are 

two reasons for this. First of a11, this thesis is not a critiquf> of film the>ory as 

it presently exists per se; 1 only wish to readdl'ess the pt'ohlpms of t.he "l'eal" 

in a manner that does not lead to the same dead-endFi much of film lhf>ory has 

now reached. In most cases, film theory has lookf'd aL the ci nerna tri Ol\(' of t,wo 

ways. Film is either a text like aIl others, waitmg to he t'ead, or a psychologic/ll 

phantasm that replicates certain psychical functions. The qlH!stion of Ilwdiation 

5 See Noël Carroll, The Philosophy of Horror (New York: Routledge, 1990): 60-
96; Kendall Walton, "Transparent Pictures," CriticaJ Inquiry 11.2 (1984): 246-277; 
and Gregory Currie, "Photography, Pamting and Perception," The JOIJl'mll of 
Aesthetics and Art Criticism 49.1 (1991): 23-29. 
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and the "l'eal" is abl:mdoned, a~ both the cinema and the real world become 

relativistic texts where meaning is al'bitrary. Christian Metz writes that "[t)he 

cinema is t.he 'phcnomenological' art par excellence, the signifier 18 coextensive 

wit.h the whole of the significate, the spectacle of its own signification, thus 

shor't-circuiting th€' sign itself" (tvtetz, 1974b: 43). If this is true, then, the 

cinema is a her'metic phantasm. The argument about. the relationship between the 

cinema and the "real" thcn goes something like this: if the image is not 

synonymous wit.h the l'eal world (rneaning that no mediation takes place and that 

the viewel' has direct. access), it then stands to l'eason that films are solely 

ficUonal texts consisting of either sign systems (or, in the psychoanalytic 

argument., externalized mental processe5). 1 argue that our relationship with 

imagüs lS far more complex than this, and furthermore, that events of the "real" 

Clin come through the fictiollal text. 

In .Jean-Luc Godard's Weekend (1967), this negotiation between the "real" 

and the fictional cornes to the forefront when Corinne (Mirielle Darc) and Roland 

(Jean Vanne), during their road trip, join the cannibal-terrorist group. When a 

pig is slv!rificed, the conventions of fictionality faU away. The death of the pig 

transgresses the narra!:ive and juxtaposes the fictional text with the real world. 

The effect can be quite jar ring. 1 stiU find this image disturbing, after seeing 

the film five or six times, because of the presence of what 1 take to be an actual 

animal corps(>. ln effect, it does not l'eally matter whether this particular scene 

i8 cl'eated thl'ough an amazing feat of prosthetics, as the image convinces me that 

the sacrifking of t.he pig i8 a real event in t.he real world, and not a cinematic 

illusion. The "dE'ath of the pig" scene in Weekend points to an interesting 

reversaI in the viewer's usual comprehension of the cinema: when a viewer 

wlltches George Romero's Night of the Living Dead (1968), she continues to believe 

that no mattflr how graphie, gory, and realistic the film seems, the images are 

CÎn('mlltic illusions, ingeniou8 constructions on the part of the filmmaker. Seeing 

the "pig scene" in Godard 's film, the viewer believes that the event really 

happened, and no level of reassurance that this is only a film is going to change 

the vÎewel':s mind. But the power of the image, and the way in which it disturbs 

the viewer, goes beyond this. 
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In Francis Ford COf'pola's Apocalypse Now' (1979), th~re iR a similar RCf>ne 

of animal sacrifice. Yet, within Coppola's film t.ht' sacrifice is fal' less dlst urbing, 

as the action fits within the fictional die~esis of thE' film; thp vi~wl>r if; not 

pulled away from the fict.ional, cinematic world,6 Similarly, tlw butch('I'in~ of UIl' 

cow in the penultimate sequenct-' in Ser!?:f'i Eisenstf'ltI's Strlkf' (192·'), is flll' It'ss 

"real," because of its usc:> as juxtapositi0nal metuphor. Tn i':lspnslpin's film, th/' 

slaughter has a metaphorical and dialpcltca! functlOn t.hat rPiIC:>l'ts th(' bl'lltalit y 

of the Czarist regime. The juxtaposition of the but('hcr and t tH' soldiers E'VOkl'R 

the brutalization of the proletariat; the sympathy of t hf> audIPrH'(> goP~ wlth tht' 

revolutionaries, not with the animal. Becallse of IllS Brpl'htian strat pgips, 

Godard's animal sacrifice stands apart from Uw Wl1'I'/Ü,IVP of t hp film (aH do mllny 

other scenes, such as the Algerian garbage coll(>dors passa~e). This, as much as 

the sacrificial ad itself, convinces the viewer that what. Lhey at't' sf'f'Îng is "l'eal." 

Pauline Kael picks up on the narrative trarH;~rpsslon prl'sent in W(~('k('nd. 

She writes: 

[ •.. ] Godard shoves at our unwilling eyes the thl'oat-cuLttng of 
a pig and the decapitation of a goose. Now, when peopl(' Ilre killf'd 
in a movie, even when the killing is not stylized, it's gf>npr';-dly O.K., 
because we know it's fake, but when animaIs are slaughtercd, w(' Hn· 
watching a life being taken away. No dOllht. Godard mt(~nds this 1.0 
shock us out of our intended responses [ . . . ] but 1 thinl{ Iw 
miscalculates. 1 look away from scenes like this, as J aSSIHlIe lllllny 
others do. ls he forcing us ta confront the knowledgp that there 
are things we don't want to look at? But we knew thaL (Kaf'l, 1!~6Hb: 
141 ) 

The point that Kael misses is that while there are things th:ü \.f' do not want to 

look at, perhaps we need to question what eXllctly we fu'e loùkmg at. when Wf' go 

ta the cinema in the first place. Godard undertakes this critiquc' in a number 

of ways. Earlier in Weekend, when the couple arrive at Roland's mother-m-law's 

farro, the viewer sees a skinned rabbit. Godard shows "blood" l'unning Ilround 

the rabbit, supposedly from the mother-in-Law, whom the coup!p Just murdered. 

6 Yet, this same scene turns up ;n Fax Bahr and George Hkkenlooper's 
documentary Hearts of J)arkness: The Making of Apocalypse Now! (1991), Ilnd here, 
because of documentary conventions, the scene has the same effect as the del1th 
of the pig in Godard's film. In this case, the referent, then, is Jess important 
than the conventions which are embodied within t.he cinematic tcxt. 
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As in many of Godard's films, the "blood" is obviously red paint, yet this 

intrusion of artifJ~e on the rabbit corpse only makes the image more "real," 

henee horrifIe; by pointin~ to the usua] level ci construction used in the 

depietlOn of death, Godard make5 the df'ad rabbit aIl the more disturbing. Here, 

the pllradoxical natllre of thf' clDf~matic image cornes to the for~front. We may 

1l1ready k now thllt we do not want to look at thesp images, but what does it tell 

us about the relationship between the viewer and the "l'eal"? 1 argue that it i8 

not. that the speciato" does not believe film can represent the realitYi the 

Hpectator just believes t.hat usually, film does not. As such, the "real" in the 

cinema i8 a pawerful tool that affects the way the viewer watches aIl film. This 

is one examplej thcre are r.onceivably countless others which override what the 

viewer believes to be the fictional nature of the text. 

The second reason J circumnavigate film theory is that "hile 1 have 

reservations concerning the way film theorists have arbitrarily apprûprlated many 

theoretical models, this does not discount the primary models themselves li priori. 

Indeed, a large part of this thesis is a re-evaluation of the value of the dominapt 

models appropriated by film theory: psychoanalysis, postmodernism, and dialectical 

materialislII. Apart from the brief overview in the Introduction, relevant film 

theory, and its relationship with, or opposition to, my arguments can be found 

in the footnotes. 

Part II of the Introduction contextualizes the historièal concerns of realism, 

anti-rf'alism, and the "l'eal" within film theory. This section can be used as a 

rf'ference point to see where this thesis stands apart from the arguments of 

traditional film theory. This wilJ also give the basic framework of psychoanalytic 

and Marxist derivt>d contemporary film theory. 

Chapter 1 re-addresses the problems of the "real" through a return to 

psychollnalysls. The traditional model is briefly recapitulated and other 

psychalogical avenues are explored. Using Freud's theory of Otherness, derived 

from his model of identification during the oral stage and Lacan's notion of objet 

petit a, we will see if identification and the "gaze" can, in a metaphoric sense, 

be of use in analyzing the relationship between the view€r, fictional aspects of 

the cinematic text, and the "real." Does the viewer believe in, and identify with, 
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the images on the sereen while concurl'ently knowing that the y are fktiorltll 

representations? 

The use of Lacan's writings in film theOl'Y has heen myopic'l\l1y sp)('C'ti\,(" 

predominantly drawing from "Le stade du mirroir" and "La Si~njfjc"'lt/()n du 

Phallus. ,,7 Concentrating on tht"' second of Lacun's !.t:'S qUlltl't:' ,'Olj('('pts 

fondamentaux de la psych/mal,Yse, Wp will Sl'e if Il mor'p nuan('pd vPl'sion of 

psychoanalysis, which argue.; for both metaphol'ic idpnt iflCntlon and (hstlllH'Wt.IOIl, 

can explain the viewer's l'Alationship b film and thp concept of t Il(' "rf\ld. "Il 

Chapter 2 explores the postmodern mode! of the "renl" pstahlishE'd b) ,Jf'an 

Baudrillard. Baudrillard's theory that the image haR takpn OVPI' t hf' "rl'Id," 

leaving simulation in Its wake, will be criticized. Thp Amprican polit ICal thl'ilh'I', 

specifically Oliver Stone's film JFK (1991), is considel'ed in light of Baud rlllat'd's 

claims about simulation. Baudriliard's statement that AmprICa IR, Illllongst OUIl'I' 

things, 1ike Disney World and has fllllen into the simulation of t hf' "l'Nd" will tH' 

seru tinizt>d. 

In ehapter 3, the notion of cultural history and tht> "l'pal" if; f'xplOl'f~d. ln 

this model, the historicnl and the C'Ïnematic "real" are connectcd lhrough thc'ir' 

routuai status as cultural artifacts. Ct'ntral ta this chapt!'I' 18 Susan Buck-Mol'SH' 

reconstruction of Walter Benjamin's Passa.gen-Wprk. 9 Hpl' l'C'woJ'kinj:{ of 

Benjamin's theories of culture and history l'aise pertITlPnt qW):::tlOns IIbOl1l thE> 

relationship between seeing, history, identification, and mllSS culture. Also, UI!' 

relevance of politieal theory in the discussIOn of mas!:> culture, of whlch th!' 

cinema is no doubt a part, is addressed in light of BenJanlln's lIIarxlst Ileslht'lics. 

The notion of the historieal U~text is consHiered. The concepts of 'l'1'tl/wrarhL'lt 

7 See Jacques Lacan, Écrits (Paris: I!':ditions du Seuil, 1966); the EngliRh 
versions of these essays can be found in Ecrits: A Selection tre "lR. Alan Sheridan 
(New York: Norton, 1977). 

8 Jacques Lacan, Le Séminaire de Jacques Lacan, Livre Xl, "I,ps Cjllll.tl'C 

concepts fondamentaux de la psychanalyse" (Paris: ~ditlons de Seuil, Hn3); 
English tl'anslation, see The Pour Punda.mentllls of Psychonnalysis trans. Alan 
Sheridan (New York: Norton, 1978): 67-105. 

9 Susan Buck-Morss, The Dialectics of Seemg: Wa.lter Benjamin lJ.nd The 
Arca.des Project (Cambridge, t-fA: MIT Press, 1989). 
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and Vel'gungeTlheitsbewiiltiglJng in New German Cinema are examined in light of 

BenJamin'6 theory of the "dialeetical image." Finally, the relationship between the 

histo"ical and the "l'eal" is questloned in light of Benjamin's spatio-temporal 

thc>orleH of hlHtory R.nd culture. 

Aftel' exploring thes(> three intelleclual traditions and their validity as 

lheoretical modp]H of film theory and the " rea1," we will examine the effects of 

the "real" on Hw way in which we view films. Do we take the paradox of what 

we expel'Î€'nce as the "real" in the cinema ta be the point of identification 

between Ul€' cinema and the real world? 
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Part III. A Short History of Film 7'heory 

On af' evolutionary scale, to pat'aphrf18l' Basil Fawlty, fIlm !Jwory il:! har'ply 

out of the trees. It is a very young discIpline. lJ nlike mast otlwr fOl'ms of art 

and culture, the theoretical study of film and the llIovil> itsplf l>lIIl'rg"pd al l'Ollg"hly 

the same time. As e::lrly as 191G, treatlses on th!' efff'ctuai l'dHllonship hl'twppn 

the cinema and the speclatOl' W('re (>rn("l'gmg. IO Sonte parly f!lm th!'o!'lsl S Wf>l'P 

concernf>d wlth film's ability to rpplicat("> l'f'alit y. ThIS IS of Inlt'l'('st, ilS th,::; 

pursuit was diarnE"tricnl1y oI->posed to thp thf'Ol'etlCnl Ilnd nest hl'I le dpvplopllh'nl s 

in virtually al! the othel' arts al that t une, as will LH' S('f'n. 

Despite the large volume of lWltf:rial Wl'lttPtl on th,> subjf>et., 1 h(' cinpma 

remains ve!'y much an enigma. J. ilm has an Iln!orpholls qUHlity 10 il as il l'un::; 

through the gate at 24 frF\mE's-per-sN.ond. Film C'annot hE" 'Iuotpd wllh Ih" Sml)(' 

facility HS th!'! printp-d ward; 1 hlS brin~s tht> lnt.c·}'p,'pllvP pro('pss wwd la anlllyzp 

the cinema to 1 he forefront. Thr CIl1Pllla IR const Itutpd by a fWr'IP<':; of flf't'Lmg 

instances, unlike other t.f'xtual al'Ilfal'ts SI wh as painting, photo~t'Hphy, or 1 ~w 

print.ed word. In an attempt ta f:OlllE' 10 l.t>rmH with t hl' CInPI\1Il'S plllSIVP and 

illusivE' fOl'm, film theory has altemplpd 1.0 I->l<~('on-holf' Ilnd ('()d:fy thl'sP /II0/llpnts 

through differenl epistemolm{lcRl modcls of knowledge und campr'p~IPnf·n()n. 'l'hl' 

most reCE'nt example of this iF; thf> neoforrnRIJRI mpthod 1 hal Ill'OH' !ri Uw f'llr'ly 

1980'8, which undertook fralllE'-by-framf' analysls as Il methnd of IIndel'standtrlg" 

the cine-rna through its srnallest posslblp component. 11 Yct, t hls pxamplp IS JIlHI 

an extreme version of the fIlm thpol'ist's atlpmpl to Ilnd(·rsI.Rnd Iltld ('odify fJlm, 

From today's revislOnary standpolnt, fIlm theory il-> IlRlltllly brokpn down 

into two fomponents. The first conslsts of thp wOl~k donp, brolldly sp(~aking, \lI> 

until the 1950's, and is primarily concel'ned wilh the l'f'ulisl/anl i-r(·p..llsl. 'Ipbal.p. 

The key theoreticians ln this debate are, on th!' I·ade of th!' RO-('allpd "n.>ulh.;t.H," 

10 The prime example of this is Hugo Munstf'rberg, The FIlm: A Psycholo,r.rwal 
Study, The Silent Photopla.Y ln 1916 (New York: Dovf'r, 1970). 

Il The mosl well known proponent of th 1s mf'thodology IR KrlstlTl Thompson. 
See her Breaking The Glass Armor: Neoformal1st FIlm Arw.lysis (PrInceton, NJ: 
Princeton UP, 1988). 
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André Bazin, BpIa Balâzs, and SIegfried KracRLler, and on the side of the "an ti­

rc:alists," those who argue for the plasticity of the Cinema, Sergei Eisenstein and 

Vsevo)od pudovkll1. 12 Thp centr'al epistem\C' question of bath these movements 

is: what is t.hp nature' of the relatJOnship between the VIeWCI' and the cinematic 

image? Ther'p 18 no ùoubt In E'llher C:é\'lIP'S mllld as to the faet that the cinematic 

image is an illlJ!'>Ïon; what lB al. :"lake IS the relatlOnshlp between formaI strategies 

and thp vÎpwf>r's bf'llef in thp cinematIC' image as ''l'eal.'' The underlytng 

concerns of both the realtsLs and anti-realists are not only of an eplsLemological 

nature, but also ft polit!(~al one. Eisenstein, and others m favour of mtellecfual 

monta.ge, argued thaL thp construction of cinematic mE'anmg, produced through 

thE' juxtaposition of shots and the resuItwg distIllation of that Juxtaposition 's 

represent.at/On, Image, and theme, lead From slasis to pathos, and then on to 

political ftctlon. 13 Fol' Eisenslpin, film's ability, through dialectical juxtaposition, 

to crellte mental, metaphorlc images was of utmost importance. "Knowledge" is 

not embedded within the imagE's, but in their juxtaposltion. F or EisensteIn, film 

is structured dialcctlcally in order ta generllte meaning for the spectator; 

meaning IS not f'mbedded in the text itself, but through the colhsion of images 

through the proceSR of montage. An apt example of this process is the sequence 

from his film 8trlkt>, mentioned above. ln this scene, EisensteIn Juxtaposes the 

death of pundreds of prolf'tarians with il butcher slaughtering a COWj the 

dialectklll structure of this sequence demonstrates how Eisenstein feIt montage 

could crpfite meaning. Indeed, Eisenstein thought that cinernatlc images 

tht>rnselves carripd no meaning outside of their function ta create ft more 

gt>neralized tht>me st l'ctching throughout the cinematic work. Eisenstein outlined 

12 Set> André Bazin, Que-est-ce que Je Cinéma? (Paris: Éditions de Cerf, 
1970)j Siegfrif>d Kracauer, From Caligari To Hitlel': A Psychological Histor.v of The 
Gel'mnn Film (New York: Princeton UP, 1947) and Theory of The Film: The 
Redpmption of Physlcal RealIty (New York: Oxford UP, 1965); and Béla BaIazs, 
TheOl'Y of Thf' Film: Chnracter and Gl'owth of Il New Art (New York: Dover, 1970). 
As for the anti-t"calists, see Sergei Eisenstein, The Film Sense (New York: 
Harcourt, 1947) and Film Form: Essa.ys in Film Theory (New York: Harcourt, 1949); 
and Vsl, .... olod Pudovkin, F1lm Technique and Acting (New York: Grave Press, 1960). 

13 See Eisenstem, The Film Sense (New York: Harcourt, 1947): 3-32. 
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this process afl fo11ow8: 

What is pssent.wll:.' involvpd ln 1 an IIrl(if' .. stHndHl~ of 
montage'> ln slIch a case, puch ph~('p l'xists no lon~t'r ilS sompthitl~ 

unrelated, bllt as a g'lvpn pal'I wlIllll' rt'PI'('sl'nlatlon of 1 hl' ~I'!lt'ral 
theme that Hl 0qual nw:u';Ul'f> pprw! r:\tps ail th!' shot-pif'C'I'R. 1 tH' 
juxtaposItIOn of thPRP pa 1'1 laI dt-'talls ln a ~I\ t'I) l1lollll\~t' (,ollsll'll!'l ion 
calls ta lift, ftne:! forces Irllo IJght that ~t'r\('I'al <j1l1\ltly III WhlCh b1l1ds 
togeth~l' ail the dl:'tads Into Cl wholt" nHnlt'ly, JIlIn t hal gt'tll'ntll?l'd 

image, whpl'elll the' (l'palo!', folloWI'd h.\ Ih,' spI'I'lalol, ",pl'l'Ipr1l'1'H 

the Hwnw. (Eisensll"In, 1917: 11) 

Eisenstein '8 UH:'On of montage posltpd that 1 hp CUH'mat J(' I1l1llgC' II splf WIlH of no 

value al'> a slgn l'Plktf'd to a l'pfpI'cnt ln I~H> l'pal wOl'ld; 1'01' hllll tilt' ('lnPIlIIl onl,\' 

signifled thl'ou~h the juxtap01:ntlOn of ont' Ima~p ta tht' nl'xt. 'l'hl' Vll'WPI' could 

picture what tht> imagf' on the SCfPPrJ volts in UtP t'pal world, bul 1 1)(' 1lI1'1l1l1n~ of 

that image rOI/Id only he deri\,pd from Ihp laq~pr', C'int'rnati<' wholt'. 

Tht> problem wlth thls theOl'Y IS a qUt-'st!on of (1lltllraJ (·ont .... ,I" EIHI·I1Ht.PIII 

belif'VNI th.-l.t Juxtapocntlonal lllonLalSP, h,\ en>.dlng dl.del" Il'ally-powl'I'pd illlll~(,H ill 

the Rpectator's mind, wO\lld SPUl' 1 l'If' \' IP\VPI' on 10 Bobll(';}1 IwlIOtl. l'hl' Ill'Illllllt'ni 

that the plasticit.;.' of Ihe cint>nw d{·I .... I·flllnisllcallv pro\'okNj th!' V 11'\1.'(,1' t.owllrd 

SOCIal chan~E' is dpmonslrablv lIntrlll~. as ('IHl tH' s!'('n by t.h(' t'PI'ppt ion 1 hl' ftlllls 

received outsidC' the U.S.S. R. fn Ul!' Slatps, 1 hr' pa!'ly films WPI'I' applaudf'd fOI' 

their formaI stt·uctul·In~. whdp In th(> (J.S.S.R., th" forflla! st "l\('I U/'P of thl' films 

was applauded In terms of UH'ir Jdpolo~J('al (~ff('ct h. This IS flO\. 10 hll}' thal 

Eisenstein's films do not promote lill\: ~l)l·t of polttwal IlWlll'/'nI'SS. bill HISI(';\(J Iltlll 

the response lo 1nf.ellectual montagp lS pl'imlll'lly wtdl,,('( wll, not ('mollonal. '1' It II-. 

is relevant to the question of the' "rpal" ln l'lrH>ma. liS EISI'nstf'1rI Ilrglll'd l'O!' 

cinematic anti-realism, and that the formElI dlffc'I'pncl's ln th€' r·ppr·psl'nl.at lun uf 

the real world in thp cinpma would l'han~l' 1 hp \'wwl'r's Vlf'W of. and "('Ial Jow,llIp 

to, reality. This obviousl y did nnt tak~' place: 1 hpr'f' was no pl'olpl1u'lIHI 

revolution in thp UnIted StA.tes. Therefor~, n dJffer'pnt formulaI Ion 11-; rtl'prj('d If 

one 1S to understand the relat.ionshlP bpi WPf!Tl the VIPwer' llnd Hu! l'irwmat.lI' 

"real ... 

ln contrast., I"ealists such as Bazin, saw Ulf> films of Charlie ChaplIn, D. W. 

Griffith, the French cinema of the 1930's, and movements such as neON!lllJslllo 

italia.no as a way to represent in a reflective mannPl' the l'pality of eVPI'yday liff' • 
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lndeed, If t here was a problem wlth the realist mode}, it was their Frequent use 

of the b~rms "renlit.y" and "realism" in a virtllallv intp.rchan~eable manner. For 

Bazin, tJlf~ pm,siblht.y of the "ontologlcal reality" of cinematlc representation, as 

SP(~n in fIlms by Vlttol'in Dp SIca, Roberto Rossellini, and Luchmo Visconti, led ta 

his thf'()/'y t hat soclO-cultU l'al change eould be rl:'ached through an essentially 

aesLhpllC' strllt (~gy bllsen on the l'palis! notion. Bazin often blurrt'd the 

diA! hw! ICHI bpLwN'n nllIn('sis anù ontology, If'ading ta a somewhat foggy view of 

thp r'oll-' Illid fllnetion of realism. 14 For examph .. '. in writing on thE' l'E'latlOnship 

bpI ween t h,~ fil fil Imagp and th(> objC'et, Bazin Wl'ote that: 

Orlly Il photogl'Ilphk lens can give us the kind of in1fH~e of the 
obJPcI, thaL is capablf' of saLIsfYH1~ thf' deep need man has to 
oUbHLlt.ut.e for II. SUIT\f~t hmg more than a rnere approximation, a kind 
of deeal or transfpl'. 'l'hr- photographlc image is the obJect itself, 
t.ht> objPd fl'el'à fl'om the conditions of Ume and space that govern 
il [ .... l TIIf' photo~l'aph as such and the object in itself share 
Il commor\ belllg, artel' t.he fashion of a fingerprint. Wherefore, 
pholo).{rllphy Rctually C'onlributes something to the order of natural 
('l'PHIlOn inHtNld of provIdmg a substitute for it. (Bazin, 1967: 14-15) 

Hazin '8 work stands ln OpposltlOn 1.0 that of Christian Metz; Bazin believes the 

dnematlc Imagp and Lhp phenomenal object are intrinsically part of each other. 

This Rlso Ifladf' to Il l'eductlve, and to my mind wrongheaded, view of the 

l'plut.lOnship betwp('n the cinema and the "real," as the viewer must have access 

to t.hf' J't'Id world t hr()ugh the image. Despite this, Bazin pointed to the cinema's 

power of vPl'isimilitude and Its implications, such as the cinema's ability ta reflect 

ont.o Il CUJt.Ul'P whal IL believes to bE' an image of itsAlf. 

III 1 ~11\ Int(\ 1960'1,; Rnd early 1970's, young film scholars adopted new critical 

paradigms coming fl'om Paris, in an ar.tempt to Rnalyze film from a socio­

ideologkal point of \'Îew. 15 Psychoanalysis, as refurbished by Jacques Lacan, 

14 Aazln ShiftS back and forth between ontology and mimesis. For an example 
of his equating thf' cmematk image wit.h the real, see André Bazin, "The Ontology 
of The Photograph](' Image," in What 18 Cinema? vol.1 (Berkeley: U California P, 
1970): 1-8. 

15 The work do ne in the fIlm journals Cahiers du Cinema. (1968-1974), 
CInPthH1UF (1969-1971), Screen (1972-1979), and Ciné-Tracts (1976-1981) are 
Pl'ohably the best. examples of what could be considered contemporary film 
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the Marxist-Leninist models of Louis Althusser, the linglliRlic models of F't'rdinand 

de Saussure, and the structural anthropologlCal llIodpls of Claude Lévi-StI'HlIS~ 

were applied to a wide range of cultural al'tifllds. Mo(h'ls WPt't:' adopted and 

abandoned at an alarming rate. The shift fl'om s(~miotkl:) and st ruct.u}'alisllI 10 

post-structuralism took place in about t.hree yeal'S; conRidt'l'Ïng th<' inl.t'l\pcllllll 

history of thesp llIovements, thlS was exceptionally quick. 

The structut'alist mov(~ment was preoccupled by mapping t.he LC'xt.. If ttH' 

theorisL came U}J with the ideal map of the film, as Metz f\Uf'llIpt.t:'d wit.h ln l!l'Iwdt, 

syntagmatique, iL was argl.led that the model could thcn con vey bot.h t.h!' 

structure and meaning of the cinema. Post-st,'ucturalism t.ooi< t.hiR mapptng 

process to its logical extreme, whf"'C one eould map "agalnHt t.hf' ~I'ain," negalrng 

dominant meanings, and reduelng th€' herIllPLw tf'xt to J't'lallvuü.k J'lIbbll'. Thil:) 

Ilpproach not only problemlltlzpd fixed meanmg, but /Llso t.he ",wwel"s "PllltiofH:;hip 

ta it; if film was no longer a hermE't.wal1y sealprj ODJf'CI., Ilwlltlmg c;ullld easily hl' 

generHted by the socio-historically placeù vit~wer, hf'rs(~lf li split subjpC'i. 110 'l'hl' 

screen image bpcame Il refl'aete,j image of the viewE'l"s psydll'--lIo\ "t'p,'espnLaUvt' 

of anythin~ in tht' l'enl \\orld, WIWUH'l' tlw film was do(,ullIf'nt.ll"Y 01' fiction. Tt\(· 

post-structural npproélch in film theOl'Y SIlCC(~88flllly IIvoi(iPd 'lites! Ions of r!!/lIi::Hll 

by making Lht:m supprfluous. If tf'xtual mellning and aut.hor'ity was in Il slate of 

perpetuaI shift, and meaning t'f'f-dded solely in t.hp hanrls of Uw V\f>we,', UI(> I.PXt.'F; 

claims about the "l'eal" WPl'e il'relevant. 

Like t.he more tra(lILional film thpor'lsl.s, thpse yOllng aClldemkH Htt.plTlpt.ed 

ta address bath epistemic and cthlcaJ qUE'stions. They were succe::;sful in 

opening up politieal debates within cinema studies. Questi()ns of e1ass, l'ace, ml'i 

------------ -----
theory. A retrospective analysis of the debat.es and polit.ieal issue!': !'/lüwd hy 
these journals can be f(, 'nd in Teresa DeLllurE'tis, "rnU'oduction: On Thp Cinema 
Topie," PMLA 106.3 (1991): 412-418 and Ron Rurnf'tt, "TheBe 1 rnag:(~s Which Hain 
Down Into The Imaginary," Calladian JOlll'flfll of FIlm St.l/dies 1.1 (1990): 1-11. 

16 In post-structural litp,rary st.udips, sep H.oland BIl.t't.hps, /Ji' Pltti!;'l!' dl/ If'xlA' 

(Paris: Editions du Seuil, 1973) and "Deat.h of The Au! hor," Hl !mrl/.te-MlIsw-7'('xf. 
trans. Stephen Heath (London: Paladin, 1977): 145-1 '19 Ilnd Midlf'l l' ()111:alllt., 
"Qu'est-ce qu'un auteur?" Bulletin de la SOCIétÉ! Françll1se rie PJl1/osophJ(' ~i~l.:l 
(1969): 73-104. For a good example of cmé-structurahsrn, SPf~ 0t.pph(~n Heath, 
"Film/Cinétext/Text," SCl'een 14.1/2 (974): 102-128, 
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gendp.r came to the forefront, yet within the massive amount of theory that came 

fort.h, Ilt what Reemed la be a euphorie rate, questions concerning these models' 

methodo]ogies sE'cmed ta slip between the cracks. 17 While the debates within 

the conternpor'llry film theory paradigm were great (the split in the Sere en 

edit.orial board in 1976 over the value of psychoanalysis as a theoretical tool i8 

a good example), t.here were not many critiques from an exterior vantage point. 

This t.hesis, then, re-examines the roots of contemporary film theory to see 

if there is a way in which wc can come to terms with the realit.y of the 

represen',ation we expE>rience at the cinema. If there is a common assumption aU 

filmgo(>rs have, il lS that there is a relationship bE'tween what they are seeing 

and thE' l'E>al world. The "rea]" we see when we go to a film is a construction, 

but within that paradox between the "l'eel" and the "real" lies the seedbed for 

the fascination the cinema holds for aIl of us. 

17 Many critiques have been written about so-called contemporary film 
theory. See Nop] Carroll, "Address To The Heathen," in Oetober 23 (1982): 89-163 
and Mystifying Movies: Fads and Fallacies in Contemporar.v Film Theory (New 
York: Columbia UP, 1988). David Bordweli's Making Meaning: Inference and 
Rhetol"ic in the Interpretation of Cinema (Cambridge, MA: Harvard UP, 1989) 
proposes an cognitive mode} as a counter-strategy to contemporary film theory; 
other eritiques CRn be found in Paisley Livingston's "Disciplining Film: Code and 
Specificity," Cinem,q C .... llada 97 (1983): 47-57, and "Film and The New Psychology," 
Poe tics (forthcoming, 1992). A summary of the arguments against contemporary 
fil-n tlll'or,y put forth by Carroll and Bordwell can be found in Bart Testa's "Out 
of Thf'ory," Canadi8n Journal of Film Studies 1.2 (1991): 49-66. 
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CHAPTER ONE 

THE EX~UISITE CORPSE: The Psychologica1 Real 

Narcissus fell in love with his image, taking it to 
be another. 

Jack faUs in love wiLh Jil1's image of Jack, lnking 
it to be himself. 
She must not die, because then he would lose himself. 
He is jealous in case any one else's image is reflected 
in her min'or. 

Jill is a distorting mirror to herself. 
Jill has to distort herself to appear undistorted 
to herself. 

To undistort herseIf, she finds Jack ta distort her 
distorted image in his distorting rnirror 
She hopes that his distortion of her distortion may 
undistort her image without her having lo distorL 
herselt. 

R.D. Laing, Knots 

1 am he as you are he and you are me and we are aU 
together. 

John Lennon, "r am the Walrus" 
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The effectiveness of Lacan's psychoanalytic model as a mode of textual 

analysis is open to question. lB At this point, it is desirable to reconsider 

Lacanhn notlOns of thè "gaze" and identification as both a thematic motif within 

textual diegflsis, and as a mode) of the cinematic text's communicative properties. 

The surrealist notIons of textuality and thetr relation to the "real" al e 

Gonsidered. Finally, l will argue that Lacan's psychoanalytic paradigm has more 

to offer fj)m t.heory as a system of interpretive rnetaphors than as a psychological 

mode) of the spectator. A consideration of Lacan 's objet petit 8. is relevant to 

this argument, as it functions as a rnetaphoric discourse on Otherness which 

could possibly exp1icate film theory's binary opposition between viewer and film, 

tradilionally re-enforced through the use of the psychoanalytic paradigm. This 

rnetllphor of partial incorporation will be parallelled to the political attempts, and 

subsequent failures of the surrealist movement through a reconsideration of the 

relationship between textuality and the "real." Finally, after this reconsideration 

of Lacan's relationship to the surrealist movement, we will address whether or 

not a metaphoric system helps us ascertain the potentia} relationship between the 

viewer and the "real. Il 

* * * 

lB The classic debate around the value of Lacan's version of psychoanalysis 
as a mode} of textual comprehension can be found in his essay "Seminar on 'The 
Purloined Letter'," and the ensuing debates, involving Jacques Derrida, Barbara 
Johnston, and Shoshana Felman, amongst others. For the complete picture, see 
,John P. t--fuller and William J. Richardson, The Purloined Poe (Baltimore, MD: Johns 
Hopkins UP, 1988). 
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Freud et Film 

Part 1. Leçon I: Freud et I!'ilm 

The first two big events are whf'n he hears his Mother calling him 
and he hears the word "Tommy," and he devotes il whole part. of his 
life to this one word. The second important pal't is wlwn he !';e:'s 
himself in a mirror, suddenly se(>ing himsplf for Hu' fll'sl llOl(>: lit' 
takes an immediate step back, bases his whole life around his own 
image. The whole thing becornes Incredibly mtrovt'rlpd. 

PeLe Townshend, describing his min'ol' stage' in Tommy. 

So strong is the belief in life, in what is most fragile in life--l'eal 
life, 1 mean--that in the end this beHef is lost. 

André Breton, Ma.nifestoes of SIIl'l'elllism 

The writings of Jacques Lacan played a major' l'ole in the dC'veloplllNll of 

contemporary film theory. Yet., the models developed lIsin~ his psydloanalytic 

theories have been al'bilrarily selective. Thl' use of H Le st.~de du lTIlt'rOl]," ilnd 

fi La Signification du Phallus" in film theory has lead 1.0 fi vit'w of Hw SPPc!HI.(lI' 

whel'eby the relationship betwE'E'n the viewer and the film takN' Olle of t.wo 

schematic patterns. One 18 metaphoric, t.he other in(,ol'porall v('. Bot.h pat.tp\'nH 

evade the compkx viewing process existinp; between the Hpedator and th!' film. 

This evasion arises through an attempt ta schemati7.e whal go!'!'> on whpn Il vÎC'Wet' 

watches a film. This takes place, largue, because of limited, "bad," or \rJ'C'levunl. 

readings of the psychoanalytic models of identification Pl'oposj·d by Si~mund 

Freud and reinterpreted by Lacan. 

Traditionally, Lacan's theory is applied to film ilS ft model of H[>f>e1.ator·Hhip. 

This argument is made in relation to bath dnema's form and contlmt.. 1 t. iH 

argued that the narratives of "Classical" Hollywood film follow I.he SttnlP tr'Hj(!d,ory 

as the psychoanalytic model of Lacan. That 18, throu~h the male'!:; anxiety ov('r 

difference, as symbolized by the female's absent phallus and Lhp ensuing fcar of 

castration, the male protagonist glosses over lack through t.he objectifkation of 

the woman into either a castrating bitch or over-determined object of sexua] 
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desire. ]9 Films such as Alfred Hitchcock's Real' Window (1956) and Vertigo 

(1958), and Joseph von Sternberg's films with MarIene Dietrich, such as Der blaue 

E'ngeJ (1930), Morocco (1930), and The Devi] lS a Woman (1935), perpetuate this 

phallic narrative. The second part of this argument is that the male spectator, 

taking ('U(~S from the male protagonist, aiso has conlrol of the gaze, and through 

this power, contInues the objectifieation of women. 20 

Tlwre are 11 few immediate problems with this approaeh. First of aIl, most 

applications of Lacan havf~ amounted ta no more than re-readings of cinematic 

texts with Lacan superimposed much like an ovel'head transparency. Secondly, 

most of these re-readmgs dramatically cha.nge the content of the film under 

question in order to make thE' point. 1'hird, the leap from the textuai existence 

of Lacnnian (or any other) psychoanalytic thematics to Il model of spectatorship 

a priori is not a viable theoretical move. Fourth, by setting up a psychoanalytic 

modE'l of identification between the spectator and the film, Lacanian film theory 

presupposes that the einematic text can be given the illusionary status of 

subjectivity. This 1ast point makes a reviewing of Lacan's theOl'y of the gaze 

important, as if the cinema is given the status of illusionary subjecthood, then 

quest.ions of the "rea1" in the cinema faU away, as the spectator, through her 

own psychical processes, is deluded into believing that the cinematic experience 

somehow recreates a paat psychologicai identificatory experience. 

Three questions are asked in the first part of this chapter. First, are the 

cinematic models proposed by the ciné-psychoanalysts "true" to Lacan's theorYi 

do dné-psychoanalysts do the same to Lacan's model as the y do to their re-

19 This dichotomy is aiso argued from a non-psychoanalytic point of view 
in Molly Haskell's "virgin/whore" binary model. See Molly Haskell, From 
Reverence To Rape: The Treatment of Women in The Movies (Middlesex: Penguin, 
1974 ). 

20 While thia is obviously a summation of Laura Mulvey's argument, it is the 
theoretical undel'pinning of a large percentage of aU the feminist scholarship 
lIndt~rtaken in film studies sinee 1975. See, for example, the works of Teresa 
DeLauretis, Kaja Silverman, Tania Modleski, Mary Ann Doane, Constance Penley, 
E. Ann Kaplan, and Patricia Mel1encamp. So, while the above is somewhat 
reductionist, it does point to the central precept that underlies most of film 
theory's appropriation of Lacanian psychoanalysis. 
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readings of films? Secondly, where exactly does the vulup of the psychollnalytk 

model lie when one i8 constructing a modpl of film sp('cLatorship':' Dop!:> it lit' \Il 

the analysis of the diegetic or theIllatic presenc,' of psychoHnalyl Il' mot ifs, .'tH Il) 

Hitchcock's Spellbound (19·15) or Bernardo Bprtolucci's [llst l'tHH;O 1TI Ptit'Js (1~172), 

or is it in the development of a psycholo,E{wal mndel of slwcl,atol'slllP'.' III 01 hpl' 

words, is it a tool for crÎticisll1 or thpory",n Dop~ 1 II(' PH) dlOllnaly 1 H' 1l11.,d,,! 

give llny insights into the vif'wer's relationship 1.0 tilt' CllIPllIal IC' 1\'\1, nI' do"s il 

solely present us with a set of met nphol'H l'eiated 1.0 t 1)(' v I(>wln~ PI'OCPHI>',' 

Thirdly, what type of insight, if any, dops psychoan.llysis ~lVP \ hl' \'Ït>Wt' l' i 111,0 

questions of the "rea!" in the cinema? lf identification LakPH plllCf' /lH Uw Clnt-­

psychoanalysts claim, then do questions of the "r('al" becolllP 1I'I't'll'vllnl,? ThPHe 

issues are explored in the followmg pagps. 

One of the premises implicit in the abovp l'Omrnl'tltH iH Uwl il il--) fllil'ly L'HAy 

to gel1erate a Lacanian "l'eading" of a tp.xt. This is not iH.'causp of any inhel'ent. 

simplicity in Lacan'F wod~, but because as crilic[~ and th('o/'('lwiam; of film, 0Il(' 

is trained to generate readings. This said, 1Tl an att()mpt to flupply u b"lpf 

oulline of the Lacanian narrative typically applJ~d in film thpol'Y, havI' 

generated ft reading ai my own. Despite thf' many c!almH Illad(· by l'in(~-

psychoanalyst~ about the preponderancp of oedipal and rnirrot'-ol'ipnlt'd 

discourses in society and in cultural texts, 1 am only ab\l~ 1.0 ('OIllP III> wit.h ortf' 

that both "mirrors" the Lacanian model and, as an analogy, hf'lps expllcatt' 11. 

This is found in The Who's "rock-opera" Tommy. 22 A bl'lef Hummary of the 

work is needed, not only to elucidate this point, but ta s('hemalizl' th{' nllrt'1ltivp 

usually given ta Lacanian film theory. 

As the "rock-opera" begins, Tomm} 's father, Captain Walkl't', iF; shot. down 

during Wor}d War II, just prior to Tommy's birth. Artel' his birth, hiH MoUter 

21 The distinction between the two has been Ilspfully summltt'\zed by 
Christian Metz. See Metz, Language and Cinema (The Hague: Mout.on, J974): 70. 
See also Paul Coates, "The Problematic Status of The Film (;r'lt.ic," in 'l'l'If! Sfory 
of The Lost Reflection (London: Verso, 1985): 1-11. 

22 See Tommy (Decca DXSWT-205, re-issued as MCA2-10005, 1!)fj9); H{~P 1l1so 
Ken Russell's film Tommy (1975) and Jann Wenner's interview with Pet(· 
Townshend, "Rolling Stone Interview: Pete Townshend," Rolllllg Stone 14 Sept.. 
1968 and 28 Sept. 1968. 
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ulkes on a.nother lover. When Tommy i8 still a very young boy, Captain Walker 

returns unexpectedly (they thought him dead), and is killed by the Mother's 

lover (1: thf> oedipa! sc('nario). Tommy sees this transpire, and his Mother a.nd 

her lovf>r admonish him thal he did not hear or see the event. As this happens, 

Tommy Sf'es I"is reflection in the mirror, becomes transfixed by the image, defines 

himsf~lf as "Othpr" from his Mother, who is a}so present, and psychosomatically 

shuts off his fHght, speech and hearing. Through introspection, Tommy sees he 

is connpctpd Ln aH the world, no longer limited by his body (II: the realm of the 

imaginary). For example, his cousin beats him, but he only experiences 

"vibrations," not pain, supposedly because of his lack of cultural and socIal 

context. As Tommy grows, his Mother attempts to find out what is the matter 

with him. She> takes him to a voctor, who says that physiologically, there is 

nothing wrong. The ~Iot.her, frustrated, then breaks the mirl'or, freeing Tommy. 

He gains the power ta speak, see, and hear--thus entering into the social and 

linguistic system (III: the l'ealm of the symbolic). Tommy then decides he is the 

Messiah, and f'veryone should share his pseudo-theological experience, and sa he 

sets up "Tommy's Holiday Camp." He blocks his disciples' senses, making them, 

like him, deaf, dumb, and blind. Tommy's methodology i8 not a succe8S, as his 

discipleg have already entered the linguistic, and like it there; therefore they 

can not return to the idcal state (IV: the impossibility of returning to the 

imaginary). Tommy accepts this failure, and realizing he is defined by Others 

(V: through the slippage of signifiers within the linguistic/symbolic system; c.f. 

"Wt-"re Not Going '1'0 Take It/See Me, Feel Mp"), abandons his mission and resumes 

a normal lift'. 

While this is obviously a bit of a caricature, it is more or less the model 

that ciné-psychoanalysts put in place when "reading" films. A brief pt:rusal of 

Laura Mulvey'g seminal essay would confirm tlv'l.t these are the metaphoric and 

descriptive "ltrategies of psychoanalytic film theory.23 The cinema's appeal 

stems from the nostalgic replay of this founding scene and f-1ulvey contends that 

the social and psychological aspects of the cinema make it conducive to the 

23 See Laura Mulvey, "Visual Pleasure and Narrative Cinema," Sere en 16.3 
(1975): 6-18. 
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replay of this foundational Lacanian eVl'nt. Through this continuai ,'ptUl'l1 1.0 Uw 

"mirror stage," the cinema perpetuatcR a system of "lack" whprt'by LIli' malt' is 

in fear of metnphol'ic cflstl'ntion. This ft'al' of loss IR ~Im.;!:;pd OV('I' by t ht' 

scopophilic drive, As Paul Coates points ont, 1-1ulvpy argups t hal "IllHllIst 1'('1\111 

film sexes the gazp as male and constitutps 1 hl' fp01alp as \'lct IIllII.(·d 'lbJt'cL of 1 hat 

gaze, [the essayJ finds in the disseminal.lOn of ulIplpllsUl'1' ttH' 1'I'Ill<'dy fOI' /1 

dispensation thal. grants textual plel1sul'e p:>,cluSI\'t,ly Lo malt's" (Coa!('s. 1991: 17~n, 

This pleasure is critiqued in the films stlch as }Jenthf'si/(','j (197,1) Ilnd Huldh's of 

The Sphmx (1976), both by Mulvey and PE"tl'l' Wolll'TI. Mulvpy alld Woll('11 Illlt'llIpt 

to construet a cinematic discourse that metaphorkally l'ptur'ns 10 t tH' ilJ\I\ginal'Y. 

This attempt ls self-defeatingj lIniess the psyche is wipf'd ('lean, and Il l'('tllrn 1,0 

the pre-linguistic arises--which happf'nR to H(~nry Turnc[' (1IIlITiHOn For'd) ilJ MikI' 

NichoIs' Regardll1g Henry (1991), il film Lhat posit still' "bllllt'I,-in-I ~II'-ht'Ild" 

theory as a way to realign the psyche--tht> rc1.urn t.o thl' llJlaglllill',Y IH iIllPOSHiblt>. 

In psychoanalytic film theory, the above argument 18 W';f'd 10 P'.pllCllLI' thl' 

process of identificatiun. There is more to the t heory uf Idi'IIUrÎC'ai ion I.II1lI1 thlH, 

as Freud's work demonstrates. Freud's notion of Identification dlll'lng UH' ol'al 

stage, outlined in his essay "Infantile Scxualit~, ,,,24 whpre the rjpsirf'd obJec't iH 

tied to the subject's desire to incorporatf' is alsn a ('l'fllml pa/'t. of Ilny 

psychoanalytic oefinltion of identification. Lacan's essay "DIJ 1'f·glJ.J'u comme o/Jjt:l. 

petit a" builds on Freud's model. 25 Throllgh an exammat.lOrI of t hpsp essaYH, 

we consider the relationship between the subject and ltll~ obJPct and t hl> 

implications that the se terms have in relation to the cinpma.lb Thp boundfiri(~H 

between the viewer and the cinE>ma are ones that are continuollsly bhll'l'ed when 

psychoanalytic film analysis is undertaken, and this epistemological Gonccrn is 

analyzed. 

24 See Sigmund Freud, (1905) "Infantile Sexuality," PFL VII: On Sexuality 
(London: Penguin, 1962): 88-126. 

25 See Jacques Lacan, "Du regarde comme objet petit a," in Le Séminaire: 
livre XI (Paris: Éditions du Seuil, 1963): 65-112. 

26 For an astute analysis of the methodological constitution of the subject 
and object see Theodor Adorno, "Subject and Object," in Arato (1988): 497-511. 
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Part TT. T,eeon TT: T,R.r.Rn P.t ','Rutre 

The second of .Jacaues Lacan's Quatre concevts fondamentaux de la 

psychanalyse addressf's the ,gaze and the Other, two concepts thRt. havf' been 

fundamental ta the t.heorizatlOn of the cinematic spectat.or. The modplR of film 

theory that have addressed spectalorship are. for thf-~ mm,t ORrt. PRvrhoanalvtic 

in orientation. Y"t. in l'Pflrlin~ 1 ArRn th" nntinn ()f thp ltR7.P RPpms iIJ-suited ta 

address thp Rpeclator's rolp in t hp rinpmR. Rp-rPROinll his PRRav. sorne of the 

fundRmpntRI flaws of film t.hporv becomp apparf'nt.. Lacnn's use in film theory is 

intereslin~, as the models derived from his writin/:!s make claims about the 

psyeholo/:!ical realism of the cinema and its ability ta replicate certain 

psycholo,gical processes. Yet, Lacan (it seems arbitraril v) separates the 

phenomenal world from the visual experience of realist imali!es (Lacan. 1964: 101). 

This means that the value of Lacan as a model of film spectatorship is not as 

readily apparent as manv film theorists make it ta be. 

Unlike the many contemporarv film theorists who base their work on 

Lacanian models. Lacan does not ascribe the ~aze as an effect which is 8. priori 

within the viewer. The world is a place where aU 18 a part of the spectacle; 

therefore the gaze is always elided, as "[t)he spectacle of the world, in this 

sense, appears to us as all-seein,g" (Lacan. 1964: 75). Lacan wron,gly invokes 

Maurice Merleau-Ponty here as an example of a theorist who, throuJith phenomenal 

analysis, also sees the world as spectacle (Lacan. 1964: 107-108), This is a 

misreadin~ of Merleau-Pontv, as we will see later. Lacan's misol!'vnist description 

of the gaze eludin~ the su b iect runs as fo11ows: "this all-seeinJit aspect is to be 

found in the satisfaction of a woman who knows that she is beinli! looked at, on 

condition that one does not show her that one knows that she knows" (Lacan. 

1964: 75). Not onlv does this make the li!aze distinct from the subiect's vision, 

a "sliding awa.y" he calls it, but il a1Ro !'Ü.annR in oPPOfdt.ion to t.he ciné­

psychoanalyst's readin,g of the gaze's effect on women in Hollywood cinema. 

Lacan 's notion of the Other is a.t the center of his concept of the li!aze. 

His conception of an Other does not function alonJOt the lines of the Other in 
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Freud's essay "The Uncanny," which IS the wav mllnv film thpo"iRtR intf>rm'pt 

it. 27 In Lacan's ar~ull1ent. the Othpl' iR nptp,'miru,d 1 h"()I1,:th And nl'n iN'tf'ri hv, 

'T'hic:. nope:. nnt InPl'ln Ihnt thp nthpl' i'4 dinln;!ic:.til'H\lv 1'()Il~tillltpd 

throu~h lin~uiRt!C and discursive slratf'J:!lps, as It IS for Mikhail Bakhlin. wherp 

the object of Otherness is both fOl'eign 10 and l'OllRtitlll.f'O ilv HlI' Rubit>l'I. If 

an ythin~. I.acan's model of the Othe!' stands in dl1'(>('t Ol>l>ORltion 10 t his. liS Lacan 

ar~ues that the self and thp splf'g l'p!atiol1shin to t tw ,",orld ar'(' const.itlll.pd bv 

and thl'oul'!h Ilul{!uallf>. Onef> th<, sub Îf>ct in!.f>l'naliz('s larH!ual!('. ther!' is no 

escap~ from it. fJnIike Bakhtin's model. language is df'tel'ministic; tht> sf'lf is not 

radically changed through its exchanges with an Other. Rakhlin, on the OUH'l' 

hand, constitutes the relationship belwepn the sub ;("('l and th!' OUH'I' ilS f'()Ilows: 

As a living, soclO-ideological concrete lhmg, as hplproglot opinion, 
for the individual conSClOusncss, lies on Uw bord(,l'line bplwp('n 
oneself and the other. The word in language is half SOnl('onf! els(>'s. 
It becomes "one's own" only when the spf'akpr poplIlatps il. wit.h his 
own intention, his own accent, when hf' appropl'lates thp worrl, 
adapting it to his own se matie and e~pl'eHsivt' intpnl ion. Pl'IOf' 1.0 

this, moment of appropriation, the word does rlot t'xiRt in a neutra.l 
and impersonal language [ . . . l bllt rathel' II. exisl.s III ottH>r 
people's mou th 's, in ot.her people's contexts, sf'rving othf'r' ppople's 
i.ntentions; it is from there one must take the wOl'd and make il. 
one's own. (Bakhtin, 1981: 293-294) 

The difference bptween the models of Lacan and Bakhtin i8 ln the l'ole Illtl~uage 

plays for the subject. In Lacan, language alludes to thf' split subject, Ilnd lo 

how there is always a gap between the speaking "[" and thp ''l'' spoken of; in 

Bakhtin the difference only exists on the ~rounds of language appropriatIOn. For' 

Lacan, language is internalized, and this internalizatlon pPl'petuates t tw gap 

within the subject. For Bakhtin, language is only part.ially intl'l'nalizeo, as Wf> 

are always speaking in someone else's tongue. 28 For Lacan then, the Othf~l' 

27 See Sigmund Freud, (1919) "The Uncanny," in P1"L XIV: Art and Ut(!rnture 
(London: Penguin, 1985): 339-376. 

28 See M. M. Bakhtin, The Dia/ogie Imagination (Austin: lJ Tpxas P, 1981). 
For an analysis of the relationship with and discrepancies betwe!.'n Rak hUn and 
psychoanalysis, see Gerald Pirog, "The Bakhtinian Critic's Circle: From PositivisllI 

.. To Hermeneutics," Poetics Tod8Y 8.3/4 (1987): 591-610. For an astutf> Ilnalysin of 
• the relationship between textual and authorial otherness, sef> .1fimes Nielson, 

Authors a.s Others a.nd Others 8S A~ors: Bl1.khtin'5 Ellrly Thpories of The 
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must linguistically ('manale from the subject. If this is the case, then the "real" 

in cinema, Ilnd the> relll world itself, must be constituted through a process of 

proje~tjon on the part of the su bject. 

This hold5 truc for La~an's definition of the Other. For Lacan, it pre­

exists as an objf>ct., but lt lS the inveRt.ment that the subject puts into the object 

which giVf-!H Jt Uus Otht-'rnpss. While this otherness i8 determined, as much as 

it can be, by t.he su bJect, the su bject concurrently defines herself as separate 

trom and opposed ta IL For Lacan, this split reinfarr.es the linguistic split 

wit.hin t.he divldpd subj('ct. 

This bind, b<>t.ween pr()jection and Otherness, is central to the incorporative 

argument used by film thearists to descrlbe the relationship between the viewer 

and the film. 29 Here, the film theorists are partially right, as their reading of 

Lacan's notion of Otherness is correct. If one were to use this as an argument 

about the "l'l>al" in the cinema, it would l'un as fallows: Otherness, described by 

Lacan as the objet petit a has its parallel in psychoanalytic film theory. In film 

them'y, the rea~\On certain images, taken as "real," disturb the viewer so much, 

even while she knows they are only Images, is tied to the fact of their "foreign" 

quality, or their Othel'ness. This is related to the viewer's belief in the image's 

stutus as obj(~ct. These images aeem àisturbing precisely because they are 

OUler, not part of the self; this dis--ease emanatE'S from the Vlewer. Yet, to 

define images aR Other, she must also identify with the image on sorne level. 

This identification, the al'gumenl goes, arIses through the viewer's projection of 

aspect.s of herse}f on to the cinematic text. Yet, in film theory, the notion of 

both identification and projection are left largely undefined. The question which 

remttins ia one of applicability. 

Relationship Between The Author and The Hero. Unpublished Master's thesis, 
McGill University, 1985. 

29 For an example of the incorporative model of psychoanalytic film 
spectatorship, see Tania Modleski, "Rituals of Defilement: Frenzy," in The Women 
Who Knew 700 MllCh (New York: Methuen, 1988): 101-114. 
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Lacan deliberatel~' leaves the concept of objet petit II ambl~uouS:lo Hp 

describes it as an "algebraic equéition" (Laclln, tgt).!: 8:1), irnplyin~ 11 l'igour ln 1 hl' 

term, yet this rigoul' ellldps lhp l'padPI', cll1d pprhaps Lacan himsplf, Tht' !t'l'Ill 

is tied ta the caslmg off of IMl'tl-; of thf' splf; éi ml>laphoi'l<' sl'lf-lIull dal iOIl wh!,I'" 

the discarded abject leaves tht~ splf and haB thp potNltlahty 10 COIllP li Il dt' l' t.hf' 

power of the gaze. 

following: 

The clos€'st hf' ('001('8 Lo li ddinllloll of t Ill' h~I'1lI lB t.ht' 

The ohJet 8 is something From whkh t hl' subjt'cl, in ol'dpl' 1.0 
('onstllute itself, has sf'pnl'aled iLself off as ol'gan, ThIs SPr'\'(!S ft 

symbol of the lack, thaL is t.o fc,ay, of tilt' phallufi, not ilS such, but 
in so far as il is lacking, 1t must be' an obJect that fiJ'Hlly is, 
separable and, scC'ondly, that has some l'plntlOn to Uw lack. At the 
oral level, it. is the nothmg, trl so Ltr as thaL from whll'h tht' SUbJf'('1 

was weaned is no longer anylhing f,Jl' him 1 ••• ]. l'ht' IInal Il'vl'l is 
the loclls of mE'taphor--Clnc abject fol' ,ulOthel', gl\,'t' 1 tll' fap('es in 
plaCf~ of the phallus. This shows you w hy 1 h,' ,triai d 1'1\'1' IS 1 ht~ 
domain l . , , l of the gifL At t hl." scnpl<' !PVl'j VI (' IU'(> no l<Hli~PI' at 
th€' level of dpmand , b\lt of deslt'p, (jf t Iw dt'sit'P of 1111' 0\ IWI'. 
(Lacan, 1964: 103-104) 

The objet petit a puts in place d systf'm of p'{chétng(· bplwef'n t hl' slIhJf'd Ilnd 

the abject, although the object was at one point tntr'lrIsÎl'ally Il PHl't of U'H' 

subject. To root this term in a stronger fa::·;}·lIon, a t'f'laLpd, bul nol pal'all,,1 

concern of Freud's SilOUld be addressed: t.he notion of mc:ol'pot'at.lon dUl'lng \ hl' 

identification process. For Freud, it is not 11 pro('(>ss of 1 he sllbJPcl (,ftsl illg off 

an aspect of herself and lhen identifying with thfit rilsplac('d objl'd; im;tl~l.ld II. 

is a desire to internahze the world exteriot' tü thp body, li narc ISRISI le prO('l'nH. 

During the oral stage, Fl'eud argues that IncorporatIon IS (>HFiI'nti;d. He Ht.ates: 

The first l . . . stage] is t.he or,q! or', a~ IL might be ('alll'd, 
cannibalistic pregenital sexuaJ ol'ganization, Hel'p st'xual ael ivit.y has 
not yet been separated from Lhe ingpstJOn of food; not' are thf' 

------- - ---

30 In The Newl.v Born /110111811 (MinneapoJü;: li ~innesota P, 19H6), Héli'nl' 
Cixous and Catherine Clément offer the following deflmtlon of thp objet petit tJ.: 

In chronologieal, developmental terms, objet Il would bp t.lw f~ar'lif'st 

perceived instance of differentiation and lack (gap) that the ddld 
experiences. The child's perception that it Jacks the TlloLher'H br'pas\' 
prefigures but is not identical with the child'g later construction of 
an ego through reflections of the Other (16f.i). 

Lacan leaves the definition far more vague. Also, he doesn't root t.he objet petIt t a firmly in the pre-Oedipal or the Imaginary. 
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oppositp currents within t.hE' activlty differentlated. The object of 
bot.h activities IR t.he same; the sf'xual aim conslsts in the 
incorpol'ation of thf! object--thp protot.ype of a process which, in the 
fOl'rn of ldNltiflcllUon, IS lalpr to play such an important 
psyeho)ogka) part. (FI'f"ld, [190fl] 1973-1986.7: 116-117) 

Bath Frf'ud and Laean's modpls blur the distmctlOns between the subject and the 

obJect., albclt in dlffel'f'nt mallners. ln Freud's mode), the abject given slight 

()th(,l'rH'H~ ÎH incorporatpd Ilnd then discharged from the body; its otherness 

comps from thp f'J\tel'nal passmg through the internal. 31 In Lacan's model, 

s)ighL otherness is de!.f'rrnined on a psychica) and linguistic, not physical, level. 

This blul's thp dist.uwllons al! the more. Freud's model of incorporaLion posits 

that both df!Hirf~ and !'ppuh;Jon R.I'P central to the identification process. Indeed, 

it I1gaIn ml.l'oduces the possibility of an ambivalent, non-causal view of 

identifkat.lOtI. Fl'eud writes t.hat t.he aet of iilgestlOn is one that negates the 

Othel', whilp simultllneously lTIcorporating it: "[ ... ] we recognize the phase of 

i/lcol'pol'llt,ing or dt~vo{lring t ... as} a type of love which is conSIstent with 

aboliRhing th(~ obJ('ct's Hüparat.e f'XIstence and WhlCh can t.herefore be described 

as ambivalpnt" (FI'pud, [191Ga] 1973-1986: 136-137). 

Objf'f peUt El 18 part of Lacan's the model of the gaze. Unlike much of film 

theory's apPI'opJ'Ïation of Lacanian psychoanalysls, which positions the gaze and 

identification fit'mly wlth the spectator, Lacan himself sees the visual world as 

more eomplpx. Ht' states: 

In our relatIOn ta things, in so far as this relation is constituted by 
the way of vIsion, and ordered in the figures of representation, 
somethmg shps, passes, is transmitted, from stage to stage, and is 
a}ways ta sornE' dpgree alluded [sic] in it--that is what we call the 
gaze. (LacHn, 19G4: 73) 

-------- -------
31 For an exploration of Freud's theory of the incorporation and 

identification process as a literary metaphor which is continuollsly regurgitated, 
see Maggie Kilgour's From Commllnion To Ca/lnibalism: An Anatomy of Metaphol's 
of Incorporation (Princeton NJ: Princeton UP, 1990): 3-19 and 227-234. For a 
model of the possible l'ole played by metaphol'ic incorporation and identification 
in film theory, see Tania Modleskl, The Women Who Knew Tao Much: Hitchcock and 
FenunJst Them','v (New York: t-1ethuen, 1989): 101-114. FIlms such as Hitchcock's 
Fl'enzy (1972) and Johnathan Demme's The Silence of the Lambs (1991) are also 
relevant to thiH discussion. 
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This points la a more complex relationship between vision and t he ~aze. The 

gaze is constituted by something which w(> are somewhat aWlU'e of, tHlt which Wp 

always miss; it is what we do not. see, b1\t deslI'p to s('(' wh('n wc look. 1 n Il )t'HP 

of wild speculation, Lacan arguf's that idenUfieatlOn pat'lmli:. Î1worpol'ules bolh 

the subject and object.; thl:' gaze funl'tions as lhe gap, Ua> süllm heLwt'en Lllt' Lwo. 

But this leap takes identifICation rl.way from the subject, nHtktng IL ft plwnollH'lIal 

event apart from the subJect. Lacan goes on to Hay: 

In the scopie l'eléitlOn, the object on whlch depends the phunLHsy 
from which the subject 1S suspendeJ in an vssentwl vacillatloll lH 

the gaze. Us privil~ge--and also Lhat hy whkh th/' slIbJN'1. for HO 

long has been nusunderstood as being ILs dep('ndpr}(:~'---dpriv,'s fl'Olll 

its very strllctul'P. (Lacan, 1964: 83) 

This has interesting implications for film Lheol'Y. If the l'olt' ur Lh!' gaZt' 

described abov€' by Lacan is correct, thf~n the theol'y thaL Lhe (male) viewcr iH 

in a position of control vis a vis the gazp in the cinema is HlCOl't'('cL Th(' gmw, 

as described by Lacan, is always slipping--thel'efore any reeling of contl'cl ovel' 

the inherent ambiguiLies In the cinemaLlc t,p'{t on UlP ptil't of thf' (IIInl<') villw('r' 

is an illusion. The idea that th(> viewer can "f'ontrol" Hw gazt' (T'w1ulvey, 197B: fi-

18, and 1981: 12-15; and Heath, 1981: 7fi-112) if' ft misl'pcognitlOn of Uw 

relationship between the subject and the sereen. Wh0t'C nOf'S I.hal. h~avf' Ü\(' 

viewer? In ordel' to expann. on tJ.lis relaLionship, anotJ\f't' pliSSa~(' t'rolll Lacan 13 

needed: 

Let us schematize at once what we mean. From the nlOmf'nt thal. t tllH 

gaze appears, the subject tries to adapt himself to it, hf-' bcco!Ops 
that punctiform object., that point of vanishing betng w., il whwh UI!' 

subject confuses his own fai1ure. Furthermore, in aIl tlw ob,JP\'LB !TI 

which the subJect Illay recognlZ.e hlB df'pendenc p in the p·gls!.e!' of 
desire, the gaze is specified as unappr(>hensible, Thal. IS why il IH, 

more than any other obJect, misunderstood (méconnu), and jlf'l'hapl-> 

for this reason, too, that the subjecL IIlHnages, f()I'tllnat.e1y, Lo 
symbolize lu:;; own vanishing and punctiform bar' (t l'lÛt) in the 
illusion of the consciousness of seein!{ oneself as ollese/f, In which 
the gaze ls elided. (Lacan, 1964: 83) 

The viewer would then attempt ta gaIn cont.rol of the gaze and t.he power of 

identification "[ ••• ] through the illUSIOn of consGÏousness of St'U1T/g oneself ilS 

oneself' (Lacan, 1964: 83), but cannot. This is unattainable. Ttl(> subjecL is in 

a bind, vacillating between her own misrecognition of the approprIation of t.he 
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gaze and an awareness of the subject's positIon as exterior ta, and apart from, 

thf' image on the screen. The blurring b€'tween the control of the gaze and its 

elusivencss rlilS(>S gu('stions about the viewer's relationship to the "l'pal, Il and the 

value of psychoanalysis in schemati7.ing the relationship betweE"n the viewer and 

lhf' SC1'e<,n. If we are to believe this model, then the film viewer is positioned 

both "inside" the image as proJection, and "outside" the film image as subjcct, 

occasionally confronted with the reality of the Image through the misrecognized, 

s(')f-conHcÏous, self-recognition. ThIS self-awareness, then, brought about 

t.brough the immediacy of an image which strikes the viewer as "real" 

Rynonymo\lsly put.s her in a bind brought about through self-awareness as a 

viewing Aubjed (Lacan, 1964: 83). The feel of the real is lost through the 

recognitIOn that thi> subject is watching a film; this seems to make sense. But, 

for Lacan, this rpcognition is always a misrecognition, sa where, if anywhere, 

does that leave the subject? This model does not answer this question. Perhaps 

we should look al, Lacan's theory of the visual arts for an answer. 

Lacan's model outlined above is applied by him dir('clly to the visual field 

of the real world. For Lacan, paintings take on a different function in the visual 

field than the phf'nomenal world. The following passage outlines Lacan's view of 

the function of t.h€> pictul'e and its relation to the gaze: 

The funct,ion of the picture--in relation te the person whom the 
painter, li terall y , offers his painting to be seen--has a relation to 
the gaze. The relation i8 not, as it might first seem, that of being 
n trnp for the gaze. It might be thought that, like the actor, the 
painter wishes lo be looked at. 1 do not think so. 1 think there i8 
a relation with the gaze of the spectator, but that it is more 
complex. The painter gives something te the persan who must stand 
in front of his painting which, in part, al, least, of the painting, 
might hf' summed up thus-- l'ou want ta see? Well, take a look at 
this! He gives something for the eye to feed on, but he invites the 
person ta whom this picture is presented to lay down his gaze there 
aB one lays down one's weapons. This is the pacifying, Apollonian 
eff('C't of painting. Something i8 given not so much to the gaze as 
to Ulf' t'ye, something that involves the abandonment, the laying 
down of thf' gaze. (Lacan, 1964: 101) 

If this i8 th*--, case, then the gaze within the cinema would also function in a 

similar mannpl'. Lacan, for his part, says that the above l'elationship applies to 

paintings which confol'm to the Renaissance perspective, in other words, realist 
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representation. Expressionism, for example, escapes the above claim, mnintllinin~ 

the gaze, while Hans Holbein's The French Ambassadol's (1533) falls wlthin the 

boundaries of this argument (Lacan, 1964: 101). Lacan's argumt'nt is that l'l'I\lu\t. 

representation lets one lay down thE' gaze, as the su bject can look al, what she 

want8. Does film lend it.self to the same sort of analysis as thp painting? Huet! 

of film asks the same question (fHm prm'ides plp.usurej iL sta.tes "Iake a look Ilt 

this!"), and narrative cinema offers t.he sanlf> }pvel of paCifiC'ation; Ihl' SIUl\(' 

adherence to realist representation, and this is whal. leads 1.0 the displllcel1wnt 

of the gaze. 32 The mediation of painting 18 atways appal'l'nt, f'Vl'n within thl' 

tradition of Renaissance perspective. This holds true fol' thE' cinpma; dpspi!,p it.s 

ability to emulate the "real," the viewer' is conlinuously aWfU'e of t ~\(\ ctrH'mu's 

status as t.extual artifact. 

In Lacan's psychoanalytic model, the place of bot.h th!> gll~t' and t!w o llJ(' f. 

a become of extreme importance, as the y pOlnt Lo the suppoHPd ~np bpLwpen th{' 

subject and the visual field. If the gaze is lost to thp l'Ppl'f'sentllUonal irnRg(' 

can one speak about the cinematic experience in psychoanlllytie L(!l'ms" Mor{~ 1.0 

the point, does it leave any value within t.he psychoanlllyt1l' endpllvolIl' i YI I.prllIs 

of its applicability to film theory? Lacan's l'esponse t.o this is 1,0 plac:p 11lc\{ 

within the visual process itself: 

Generally speaking, the relation between the gaze Elnd what ont' 
wishes to see involves a lure. The subjecl. is pr(~senlpd as other 
than he is, and what one shows him is not what he wishps 1,0 see. 
It i6 in this way that the eye may function a<:; thp objet /1, lhal is 
ta say, at the level of the lack [ ... ]. (Lacan 191:i·1: 104) 

The visual process can then simulate the "small ot.hern<>ss" of r<>pr(>s~nt.ation. 

The eye, s<>eing what js to be seen, but not whf.t il. i8 looking fOl', l'ven tholl~h 

the painting cries out to be looked at, becomes the lack, and Uwrcfor'fl Uw gaze 

remains intact. But. how does this offer the theorist li viablE> model of t.h!) 

cinematic "real" and its rf'lat.ionship ta the spect.ator? '1'0 examine Ulf'SP 

questions, cinematic examples are needed. But before we pC'Oc(·ed, the 

relationship between psychoanalysis as a theoretical and IOlerpr ~tlve model, lind 

32 For an analysis of this displacement and its relationship t.o film theory 
froID a very different angle, see Kaja Silverman. "Lost Objects and Mistaken 
Subjects: Film Theory's Structuring of Lack," Wide ATlgle 7.1/2 (1985): 14-29. 
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as a textual and aesthetic strategy is exp]ored, in relation to surrealism. André 

Breton attempts to present a theory that takes into account the "real" and its 

relationship to, and perpetuation through, varying strategies of textuality. 

Surrealism is the I.lesthetic movernent of the twentieth century closest to the 

psychoanalylic rnovement. Bath psychoanalysis and surrealism are concerned with 

the unconscious mind and with the relationship between language and 

psychologkal reality. In order to concretize the points raised above, Salvador 

Dali and Luis Bunuel's Un Chien andalou (1928) and Han Ray's L'Étoile de mer 

( 1928) are considered, to examine surrealism. 
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Part III. Surrealism, or, And Nok' l';'or Something COl11pleL('/y Diff('rent 

As a political and theoretical impel'utive, SHI'l't',ÜISIll Ill'ose fl'om Ull' 

intellectual milieu of 1920'::; Ft'(lI)C('. Andl'P Br('lon, slIl'I't'alism's pl'olllinl'ul 

theoretician and defender, argued &1I1'l't~al1Snl gan' ulle tlw .d)iliLr 1.0 Btpp bt'~'ond 

the rationalist confinC"s of the texl, and to l':'I.plol'c the nildUI ndl' of 1 rant';l,(i't'ssi\'l' 

possibilities standing outslde lhe conÎ1ne~ of tl'adltIollal repl'esl'lItlltiu/l (l't'HlislII, 

Renaissanct~ pel'spectiV('), and W.lI't'clll\ e (F'yodol' \)ost()('\'~"J 

Dickens),33 Beyond lhis, BreLon fl:'lt Lhat textuell transg!'eRSlUll d 10 1 hl' fl'eeltlg 

of the unconscious, and t.hus to the end of psychk l'ept'essiorJ, At bis ruosl 

polemk, Bl't'ton Ill'gued lhat only lhrough a t !'(ulsgl'essive te:\.Lual l'cvoluL/lltl ('Ill! 

there be a chance fol' l'evulution in the real ",,()rIcJ. Accot'ding to BI'doll, infmit l' 

possibilities are missf'd in culture throllgh ltlLt'H.tlSlgenC(', So<'iety IS limitl'd by 

the system w:wd ln l'epl'eSt~llt iLself lo ibl'If, and this cuts uff lllan,Y of the 

possiLilities of soda.l and poUtie3-l chang!:', ('ldLul'e is t.!\('!'l'fol'l' ~;tl'aighL-jll('I\('t ('d 

through the acceplance of ItS own self-lI11poscd l'epl'p::;('ntational b(Jlllld;lI'it~B il~'; 

naturally given limib. Thl'ough the ll~l' of a textuultty whl<'h dlsplays the 

ambiguitics and the Îl'l'atioll,tliUcs of Uw COnSl'!Ollb and unconsciouR mind, Bret.on 

argued that Lhese "fa.ls~'" bouncléll'ies will fall aWL'lY, opNling up socÎI'l.y 1.0 iLs 

polymol'phous possibilities. 

In the first "~lanifesto of SlirrealisllI" (19~ 1), Brelon states thut. the 

writings of SIgmund Freud had a significant cffeet. on his thinldng. ThiS i8 /lO 

doubt the case, as surrealisnt providl:'s the tWt'nL1Pth cpnLlll'Y with lUI lwHtheLic 

vel'SlOtl of Freud's thpo-developing psychol(J~ical Illodeh" l'he ferodty 

surrounding surrealJst debales at t.he tlme, and lhe III 0 \ entent'}, conCU1'l'cnl. calI 

for revolution, are a testament ta UIf' idea of llnlt-'élshing uncunscÏlHJs imagl's 1.0 

33 In "Hanifesto of Surrealism," (1924) in Métwfestoes of SIIJ'rea.lIs/IJ (Ann 
Arbor: U Hichlgan P, 1969): 1-48, Breton cites a tl'adiUon nUigitlg frolll SElInt 
Thomas Aquinus ta Anatole France as cX<Llllpk's of what Le ll!;I'islVply calb 
"rationalism. ,. Fyodor Dostoevsky's Cl'l/JH' a.nd PUI1/sh[J/(!rJL (1 Hfifj) i:-. cll.!'d al-> an 
example of a t8:\.l concerned wiLh lh(~ descl'ipllOn, and not thl' ('l\plot'aLIC>TI (Jf a 
sort of vision. Textually, Brdon argues for a du;cuul'S(~ WhlCh stands OllLSld(! Il 

realist representation of the world, with t.he hope thaL thu .. , h()!'\' ul' tl'am,gl'(!sHion 
can spill over into "l'eal" hfe. 
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Illter conscious modes of perception. Despite the momentary fascination with the 

idea, thE' surrealist movement proper only lasted about five years, although 

Breton and DaH continued with it long artel'. The recuperation of psychoanalysis 

and surrealism into mass culture can be explained in the sa me manner--once 

the se unconse1ous texts are made conscious, once they are given concrete 

lextualily, and once they can be easily rationalized by the conseious mind, they 

are no longer lhreatening. The faet that surrealist aesthetics became de-

politicized 50 quickly after toeir emergence points to this facto Yet, one of the 

mosl interesting, if doomed, aspects of the surrealist movement is its attempt to 

unite aesthetics with psvcholo~ical models: even more th an Eisenstein. the 

surrealists lh()ught that the Ileslhetic text could fundamentally chan~e a viel/er's 

consciousness. 

Freud was not well-known in Paris at the time, and knowledge of his work 

WllS fragmentary. This 1eft Frel.ldian theOl'y open to a wider range of 

interpret.alion than accepted after Freud's cultural canonization. David Macey 

states: "When Breton began to study psychoanalysis towards the end of the First 

World War, Freud's work was in a state of flux and he was very much an 

unknown quantity in France. The discrete corpus known as tFreud' did not 

exist." (Macey, 1988: 51). Freud's theories had certainly not entered the public 

consciousness to the extent they would by the 1950's.34 Breton's use of Freud 

is therefore not theoretically ri~orous. What is interestin~ about his 

appropriation of psychoanalysis for surrealism is that he was conscious of many 

of the debatps slJrroundin~ the nature of the mind Freud was then explorin~. 

Unlike Freud, thou~h. Breton Was interested primarilv in aesthetics. not human 

psychology. The fact that he. and other foundinJO! members of the surrealist 

34 The mass popularitv of Freud's work bv the 1950's hl sp.pn in manv wavs. 
Firsl of R11. his rnt,ronlJd:orv T,ectures and The Interpretation of Dreams were 
both rel€'ased as mass market pocket books. There was also a popular comic book 
called PSléchoana}t,'sls (New York: E.C. Publications. 1955). which offered case 
studies from issue to issue. The diagnoses in these comics were the tvpical 
"glamorous" Freudian ones--repression and Oedipal complexes. For a critique of 
the use of psychoanalysis in this comic. and the psvchoanalvtie connection ta 
popular ~ulture in ~eneral. see Leon Hunt's "E.C. on The Couch." The Comics 
.Jou l'mû 133 (1989): 54-63. 
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movement, had previously ~t lIdil~d nwdicme ntl1kes t hf' J'l~aSUIl fOI' tht-i1' aesthctic 

concerns aIl the more appnrent, ,tS gl\'lIl~ IIp "hard /:WIl'IICP" \\'ml pal't of th(' 

move away fl'cm traditional cultural narms (l{oudinu.;\'o, 1980: {»). 

surrealism posited a textual acsthetics whll'h had stl'Oflg pélralll'is wlth FI'l'udiall 

theOl'y, but he> proposed a Lextual way to lilH'l'aLe lIlP IlfiCOllScÎUllH. FOI' Frt'lId, 

the unconsciow:; was unleaslwd !hraugh tcllkingj fal' Bl'ülon, lhl'oll~h 1-Hll'l'PHltl-it 

texts of the uncünSCIOIIS. But Hl't'l,ün 'H d;um:::. W(~I'e as IlIl1ch l'ilt'tlH'll' ilS t.hl'()!'~. 

His polemic aUèlllpted to Cind ft way ta defme "fl'v(>dom" outshk t.\w confil\\'h of 

the industrial--capit<.:tllSl modPl, where fl'eedom Ih !'eSIH'eLÏvelj' dictlltüd b,y, and 

confined thl'ough, ('('onomie fOI'('PS and sCl\wd l'epl eSS10f}. 

Because of ils attl'rnpLs La l'pthinl, not. ollIj' L(!xlllllliLy t ouL also Uu> 

psychological cOlJstrainLs of society, t lw ~~lll'I'('alisL n!O\'(>IllPrJ!. l'IlisPb IIlHny 

questions about the relattol\sl1Jp LeL\'d'(~n 1 hl> ViPW(,I' and Uw "n'al." B l'ctOIl 

theol'ized thaL sUl'l'palislll was a. "hight'r" forlll of pL'l'el'ption; not. a ùisLoI'Lion, as 

surrealist imageb arE' lIsed Loday, buL an a('CI-'Sb l'outn Lo a plall(' of ('olll:wiouslII'ss 

hereLofol'B unknown. This could only be achi(~ved Lh/'ough d libpl'a!loll of Lh" 

mind, as Breton ill'gued that the imaginatton could he fal'l'd \\III li !.tH' Sil III l' 

constrdints one encaunt.el's ln the t'cal ",,'ol'ld. Bl'l'ton \\Il'îtes that "among ail LI\(' 

many misfort ttr\ps ta ,,'hich \\If:> art-' h~)il', il is only fnil' to admit \\If' iI!'f' ll11oWl'd 

the great.est. degl'ee of J'l'Bedom of Lhought. Tt i8 up to liS IlOt. 1.0 IIlISUS(' il.. 

[ •.• ] Imagination alont-> offers us SOllle Intimation ta whaL \lIe call lH''' (BI'I'LolI, 

[1928] 1962: 5). Reality iU"elf could Lhen be chang('d through a sigTllfll'iillt ('hangt· 

in perceptlOnj If Lhe unaginalH.Hl 1:;; frt~ed, there IS the posslbillLy fol' th., llIind 

ta find ne"" ways ta exist. Surr(~:}.lisrn thcl'efol'e if. not t hl' ull iUlH.Lp goal of 

Breton; he sees surrealist. l't'pl'esentalion as a pOT'tal Lü 1 he lltlll.lpp('d at;!lf'cLB of 

the psyche. Once thes(' al'eas arc tapped, the j)usslbilit.y fUJ' cultUJ'al l'pvo!ution 

emerges. 

Howevel', one should <.:onsldel' how a IJolitical and L(>xtual d,(!SU\('Ue, whwh 

supposedly lead to a new l'eality thl'ough the surreal, so '!llickly LUJ'lIed irtl.o 11 

self-conscious parody of dream images. Muel! of Salvador' Dali's worh, ~,u('h ilb 

The Pel'sistence of Memol'J- (1931), 80ft Construction wlLh lJoilf'd Ileum;: 

Premonition of Cid} hT81' (1936) and Max El'nst's Europe Artel' LI/(} Ham Fall (1940-

1942) can be accused of this sort of pal'ody and appropriaüon. 1 hesp paintings 
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are otherworldly, evoking a different way of seeing , but one that is tied te an 

artist's "vision" and not a transgressive approach to the viewer's understanding 

of the world. As DavId Macey points out "[aJs so often, revoIt has heen turned 

into style" (Macey, 1988: 47). The dream sequence Dall filmed for Hitchcock'::; 

Spellbound (1945) is symptomatie of ihis type of cultural appropriation, because 

of it.s self-conseious syrnbolislIl, far removed From the transgression and 

impenet!'abiliLy of Dali and Bufiuel's Un Chien andalou (1928). This is also the 

ease with HH' surrealisl.-derived symbolism of the "art-rock" movement of the 

1970's, pXf~mplified by works such as H ta He Who am the Onl,Y One (1970), In the 

Wake of Pospidon (1970), Acquiring the Tast.e (1971), and Ded Loser's Jaurney ta 

the Center of the Earth (1990). Even further removed from the original 

surrealist imperat.ive are the recent "postrnodern surrealist" films such as Velcro 

Ripper's ['m Happy, Yau 're H8pp.v, We're All Happy, Happy, Happy, Happy (1991) 

and J.P. Jeunet and Marc Caro's Delicatessen (1991), both of which use surrealist 

images to solE"ly af'sthetic, and quite superficial, ends. The original movement, 

howE"ver flawed, was about something substantially different. For Breton, realism 

had limit.ed culture's ability to transgress its own perceptual limit/;; the 

possibility for change was stagnaI 1. 

Yet Breton's theory suffers from precisely the same problems. The 

problems of t.extual l'evolution point ta the gap between representation and 

reality, and how a changE" in one does not necessarily lead to a change in 

another. ThE" problem with Bret::m's writings is that his radical shift in textuality 

presupposes a similal' shift within the l'eal world. He does not provide a 

tl'tUlsitional praxis to accomplish the desired changes. 35 Yet, surrealisrn points 

35 A collE"agUf~ of mine pointed out this problem, not in the works of the 
French sUl'realist, but in the work of Nicholas Breton, the Renaissance 
pllOlphleteel'. In Niplson's summation of Breton's pamphlet, A Post r'lith a Mad 
Packet of Lettel'S (1602), he states: 

Breton shows here his ahility to write in different styles, and also 
ta cl'eate--if only briefly--a dramatic exchange, but the collection 
demonstrates wel1 w hal is most provocative and most frustrating 
about Breton's prose: any meaning; any intrigue, any argument, is 
short-lived, and ralher than being articulated in a larger whole is 
simply incJuded (1992: 10). 

This fits rather nicely with André Breton's work, as it is the lack of contextual 
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ta an interesting moment in twentieth centul'Y histor)', wherc It'xtUlllity and 

psychology intermingled in a bizarrE'> and interf'sling way, t'speclHlly wilhin tht> 

cinema. 

Lacanian psychoanalysls owes a dE'bt to the French RUI'I'('llli:,ü movPIIH'nl of 

the 1920's and 1930's. Surrealism was hardly a "hard sc.ien('(''' 01' pVl'n Il 

programmatic approach to textualitYi it mpant tn l'pvolutionÎzt' thf)SP rh'lds. Till' 

same can be said for f,acan's psychoanalytic O\orld of tht' sllbJ('(·t. Looldnl-{ HI 

Lacan's wl)rk, it is easy ta set' the influl;'ncp Bl'pton, Bat.lliI:(', DIlIJ, and t.h!' 

Dadaists had on his thpories of language and conSCIOll'-HIPHR. nah, t.\w RIlITPalist, 

thE- dadaists and Lacan werC' ail con/~el'n(>d with tht> natlll'(' of UI!' l'plaLt<H1ship 

between language, interpretive pract.ices, be Uwy analyLw or aesthpLÎc, and t.ht' 

human psyche (Roudinesco, 1990: 110-113). MOI'(' 80 1 han Ft'('lId, lInd cPl'lllinly 

more sa th an the ather Fnmch psychîmnalytic ntovP[JIf'nl, Uw SOG/étt; 

psychanalyUqw'" de Paris, headed by tv1arh' fkHlél.pat'tp, Laclln SIL\\' psydloanalysls 

primarily as Il discursive, lin~uistic practice. The wa~ hl' 1 J'eatf'd Iw, patlPnl s 

reflected this. 36 For him, language was the key Lo bol h t hl' ('OnH('lOUS Illld 

unconscious mind; indeed language was central 1,0 Rny cor\('ppl of 11\1' wl)l'ld. 'l'hl' 

faet that metaphor, ward-play, and l'uns an' central 1,0 Laclln's wol'l, pomls 1,0 

that., despite his flirtation wlt.h sciell('p,37 his wor'k, likp IhaL of Ih,· Slll'I'('alisls, 

is mosl concerned with t.he relationship betwcen Uw subj('cl and langllHgp. AH 

such, his work falls prey ta fIlally on the SElIllP rritiqlleH levf!lkd agatnsl th!' 

surrealists, such as the inability for a theoretical mod"l b:uwd primarily on 

language, text, and discourse ta fundamentally change UI(: rPd} world, }('1. alone 

articulation that leaves the surrealist movemenl shackled 1,0 a l'("!Volution whieh 
is solely textual. 

36 For an overview of Lacan's therapeutic pracllces and UlP critIques 
levelled against them by the SPP, see Elizabeth Houdinesco, Jacques I,Bean & Co.: 
A History of Psychoana.lysis in Fra.nce 1925-1985 (ChJ(,:ul5o: [J Chwago P, 1990): 
318-323 and 352-359. 

37 See Lacan's dissertation, De la. psychose pal'llnoiaqw' dans ses rapporl.s 
avec la personnalité (Paris: Le François, 1932); republished by SeuIl (Pans, 1975). 
See also Jacques Lacan, Sémina.ire XI: Les qua.tre concepts fondl1Tll(lntJlUx de III 
psychanalyse (Paris: Seuil, 1973): 93-94. 
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repatriate the unconscious. Because of its reliance on language, which meant its 

discourses could easily become part of the conscious world, surrealism quickly 

fp.l1 prey to the system of representation il criticized, and was then recuperated 

by the textual tradition it sought to dismantle. 38 Ta assess this c1aim, Salvador 

Dall and Luis Bufiuel's Un Chien andalou (1928) and Man Ray's L'Étoile de mer 

(1928) are considered as representative cin(>matic texts of the surrealist 

movement. 

Dali and Bufiue]'s Un Chien andaloll is tYPlcally regarded as the 

representative film emerging out of surrealist intellectual milieu of the 1920's. 

Ils imager y ü; suppose~ly based not primarily on dreams, but instead on the 

free-flowing consciousness of the two filmmakers. Significantly, this point is 

often missed in the Imulysis of bath the film and surrealism in generalj the aim 

of surrealism i8 Ilot to mimic the dream-state, but inst.ead to open up a possible 

means of accesl;üng the unconscious mind through the conscious one. This 

process supposedly leads to liberation. This shift in textual strategies from the 

realism of the ninetf~enlh century to the crisel:l in representation that took place 

in the 1910's and 1920's was a graduaI process. In the early twentleth century, 

a crisis in l'f'pl'esentation arose, following the nineteent.'h century challenges of 

38 Perhaps now, in the 1990's, with the massive appropriation of "high art" 
texts into popular culture, texts such as Un Chien andalou can be repoliticized, 
although to different ends than the ones the surrealists espoused. Peter Brown, 
in his recenL pamphlet, Something Else: Popular Music From 1977-1991--An 
Imagimtry Treatise on Punk Rock and Its Fallout (1991), writes: 

This discursive appropriation or cultural piracy informs rnuch 
contemporary popular music, from Malcolm McLaren's bastard hybrids 
of hip-hop anci Shakespeare to De La Soul's allusively over­
deter'mined rap to the more "tradltional" [ •.. ] garage rock of The 
Fall or The Pixies. An example--The Pixies' "The Debaser"--cultural 
debasement as subject matter and aesthetic strategy. The classic 
surrealist film Un Chzen andalou serves Black Francis as both 
pretext and target. Linguistically recast in the colloquial, the 
"movie" is assaulted, beaten up in four-four lime, by a crude 
battery of guitars, bass, drums; The Pixies use the film as a tool-­
one of many in their suburban garage/workshop--to construct a 
home-made cultural artifact, a discourse of aesthetic degradation: "1 
wanna grow/up ta be/be a debaser." (Peter Brown, 1991: 1). 

In this postmodern model then, recontextualization th€'n becomes a political act 
in itself. 
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Impressionism. Language and l'epresentation vf're significantly !,pddined thl'ough 

texts such as Jdmes JoycP's Ulys.c;es (191-1); T.S. Eliot's l-'ruf/'{lc/\ /inti Oth/'/' 

Observations (1917) and his poem "The' Wasteland" (lH22); mO\'('lIIt'llts s\I('h HH 

Dadaism and the works of Joan t'-llré; the works of Marcel Duchamp, RIICh HS lliR 

"ready-made" urÎttal sculpture (1917), his paintings, Ruch ilS N'HiI' f)psl'l'r/(jjtJ~ il 

Stairc/;lse no. 2 (1912), and late!', his film AWlC'11l1Î ('in('nUl (192(i); and <t('OI'~PH 

Bat.."lille's "art-erotica" Histoirt> de j'Ot'il (1928), ·\11 1 twsC' tpxts qUPRt!onpd l1H' 

real world by exploring language, texl\lality, l'calisllI, rf'preR(~ntation, and LI\(' 

unconscious throll~h stylistic transgression. 

Stream-of-ronsciousness as a mf'thodology, in rf'gard Un Cillen nndll/o//, is 

supposedly applied to both the filmmaker's prOr(!SH of mal,mg tllt' film and 10 Ult' 

viewer's themselves. As Bunlwl outlines 10 his éllltoblOgmphy 1 thf> ins\>I/'utinn fol' 

the film came from two dreams, one of hiH and onp of IJah's, BI~yolld t hUl, tht-, 

script arose from an f'IlUnently ratlOnal approach to dn>/lIIlS and IITlll.lldlll' t.y. 

Buiiuel and Dall's "pick and ehoose" method self'dpd imagp:-, Irl a dpn!OCI'lltlc, Ilnd 

quite self-conscious, manne!'. As Bunllcl w1'lt.f's: 

Our only rule was very simple: No idea or Ima!:t0 that tnight Ipnd 
itself to rational explanation of any kind wOllld be (l<.;e(~ptpd. WE' had 
to open an the dool's to the irrational and keep ùnly those illlagNi 
that surprised us, without trying to I>xplam why. ThE' amazing thing 
is that we nevel' had. the slighlest dlsagreement; w(' sppnt Il wf~(~k of 
total identIfication. (Buiiuel, 1984: 1(4) 

Dali and Buiiuel argued that if the viewers' exppct.fl.tÎons were Sllbvl"rted al. pv(>ry 

turn--whenever a narrative was about to appear--the UIl(:OTlSC)OIlS minci ('ollid b .. 

accessed through the cinematic image. ThiS wou Id lead lo ri vipw of thp "r'pal," 

a "real" dreamscape, that was fundament.ally chang~d throllgh thlH proeeHR of 

access. 

Underlying this argument is the notion that the phcnoffif>nal wol"ld chang('s 

along with the psychological one, Diffcring mental statf'S l'(·fler-! different vif'WS 

of "reality." Whether the menns to aCCt~RS thes(' diffprent expPI'INll.lnl )(!\,f>):-, Iws 

in the structure of the film itself; through thp Rub\('r'SIOn of nart'aUvp; in thp 

sets of images, drawn from the free-flowing conSC)Ollsness of ÜII' fllrnrnak(,r/';; or 

in the cinematic spectating process whlch, according to SalOP, mirrors the dn~llm­

state, is left unstated and undetermined, 
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DaH and Bunuel's film functions in a different manner than the theoretical 

argumfmts they and others put forth. In the opening, and infamous, set of 

shots, narrativE' cinematic convention is followed perfectly. The viewer sees a 

man (Bunuel) sharperdng a straight-edge razor and a complaeent woman sitting 

nellr'by. He walks behind her, opens her eye, and lifts the Imife towards it. The 

film t.hen cuts to a moon with a cloud slicing ove!' it. Metaphor!cally, the cloud 

stands in for the eye, and relief, through the presence of the metaphor, is felt 

on the part. (Jf the viewer. The film then eut!'> back to the straight-edge slicing 

through the eyeball, and then the film cuts to an inter-title: "huit ans après ... " 

SurprisinglY, this opening scene unites to the narrative traditions of both 

Bazin and Eisenstein, and funct.ions as an example of juxtapositlOnal montage 

relying on metaphoric interpretation, roughly coinciding with Eisenstein's work 

on Strike (1924) and Battleship Potemkin (1925). The spectator feels she is 

spared the view of the knife cutting through the eyeball, then the film cuts back 

in lime to set' the imag~ of the knlfe slicing through. The faet that this opening 

scen(~ gt>nerates a visceral response even on repeated viewings (and still after 

the viewer realizeR that the eye IS an animal's) points ta the precarious balance 

between the" real" and the surreal. The strength of the image itself, the fact 

that it i8 sa different from the vif-'wer's normal perceptual experience, cornes from 

the surreallst aet of transgressing expeetations and cultural normsi in doing so, 

the HUl'realists wishf'd t.o open the possibility of Clnematic images being 

struclured Iik{' unconsCÎous thought. This is an wteresting polemic, but one that 

does not hold t.rl,lP, f'ven If one flrmly believes in the Freudian notion of the 

unconsCÏous. Like Frcud's case study of "Dora,,,39 Un Chien a.ndalou is a 

conscÏollsly restructured version of what Dall and Bunuel took to be unconscious 

thought prOCf'sses. Yet., in their retelling, the text becomes part of conscious 

diSCOlll'SC, and not the unconscious world. ln the end, even the most 

trans~p'('ssive aspects of thls film are !';lylistic and met.hodological choices, not 

nt"w perceptual avenues. Vet, the images still hold a certain power. These are 

no!' ev~ryday Images, and the viewer is shocked by the fact that they are 

39 Set> Sigmund Freud, "Fragment of an Analysis of a Case of Hysteria 
'Dora')," in The Pelican Freud Library: vol. VIII, Case Histories 1: 31-164. 
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generated in the first placE'. But the faet that the' vüwt'r'1l1 l'espom;p in 1;;0 stl"CHlg 

lies not in the surreal, but the "re,:tl," as the ("ut!tng of thl' PY{' tlO longPI" 

functions sole},v as a vlsual metaphol'; tht' lO1H~P IS t;o st l'on ~ llnd d IsI Il d)!tI~, tht' 

viewer's normal distanciation, caused by t lH' medlbülVP functlon of 1 hl' cillpma\ il" 

image whieh usually Jets UH' yjPWf>l" \\atch whal :-;h(' ("()uld not in \ hf' l'PHI wo('ld, 

falls away. The slicing of the eye dlfitélllciat.ct; the \ j('Wl'I' more 11, hlwnlt('s ht'I' 

textually. This npgotiation betw(!f'Tl the SlIlTe<il (a tpxl liaI st/'al ('g,\') and Lhl' 

"rea]" (the vif'wer forgetting about ficUonahtj-) is what gJ\ 1'8 U\(, (llIa~(' ILs 

immediacy and lts power. The eye-shcmg t'ut:-; lhrough tht' artlt'icl' of 1 lit' 

cinema, no matter what sort of text.ua] st.rat.e,fJY lS f'n~aged, 

Like Godal'd's Weekelld, Un Chipn andftlo/J has Il profollndly Illllbivlllpnt. 

relationship ta voyeurism, as the viewel' again w(HlI,~ 10 100\, llnd 100\\ away. 

Voyeurism in thesp texts is far sb'onger than 11, tH C)llilllPd to lH' tri Hollywood 

cinema, as the desire 1.0 sep sompthing OUH'I' is ('ompoulH!Pô by th(' dpslr'(' ln look 

away, not be distul'hed, 1.0 rcturn ta a stntp of l'qllllJbl'llIllI. 'l'Il\' Lpr\slon IIIld\('~ 

viewing a painful and l-oleasurable process, l'emstat ing t.lw '1uandu)'y t hal li"s al 

the heart of the voyeuristic Impulsp; th", l'cIal ionship tH'LW(,(,1l vision ,md pOWPI', 

Un Chien andalou foregrounds tJw; l'l'lationship, as tJIP v If'W('(' can watch thl' 

"unwakhable" and wish tü look away, yet Hot bp l'llIl/J;ht. In t ~w pt.hical C(l)(·st.lon 

of what one is viewmg. ThiS point lS strippcd away by mos!. CIlWOlutW lH'{'ounts 

of voyeurism, 

Thf> rest of tl1P film functions as an anti-cillnatic twist on th(' oppnmg 

scene; one can have an amused, intellectual dt,tarhment f,'oIT! the olh('t, 

"unconscious" imagery throughout the film, but il. SPf'HlS IInposslb\p to havI' thal 

type of respons(! to the opening scene. ln many ways, this film pOlIlts ln 1 III' 

future incorpOl'ation of the surrealist aesthetic mto IlII1SS and populal' cullurt'. 

The scenes that follow seem morf' self-conscioll~, Ruch as t hf' sceflP w hen' fl llIall 

drags two priests, a piano, and two dpad donkeys towIlrd fUf> abbc'lIre obJ('('1 of 

desirE'. While intel'csting ta watch, thesl' Reenes do no! provoh(' Ul!' IPIlHÎOt\ III 

the viewer that the opening scene does. H II> !:lS If t h(' fllrnlllakpl:-' Wf'J'(~ alr'pady 

realizing that imagu,tically, the cmematic sUITealist movenwnl could nevpr again 

live up to its openmg image; one willch bot.h gIV(~S and takps away viSIon, 

Ta see wherf> this shift from a violent, tr!:lnsgrf'ssivc surl'ealIsm, t.hat. blul's 
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the bou ndaries betwef!n realism and the sUl'real, and a more intel1ectually cool, 

but politically bankrupt surreahsm takes place, one only has to look at Man Ray's 

L 'It/DUe de me/' (192R). Hay's fIlm, in the traditIon of the Amel'Îcan avant-garde, 

proposps a differ('nl. WHy of lool{]ng, a new "metaphor of vision," to use 

Brakhugp'H le'rm, but dOI~s not attempt to revolutlOnlZe the way the viewer inter­

relat.es wit.h t.Jw world or the self. Concer'ns with the cinelllatic "real" faH away. 

ln BllrlUf'1 and DIl]f's film, clmml::> ahollt the relationship bctween cinematic 

rC[>r'PHf>nt.at.JOn and thp "r'('al" are implicit throughout the text, chal1enging the 

viewel,'H dpsirp to codify and narratlvlzP, whilp sInwltaneously jarring the viewer 

wit.h irnagps t.hal. could only could Lw takpn as an as sault on the "l'eal" as 

eharu('lprlzed by UH~ conseJOIlS, rHtlOnal mind. In Ray's film, the problems of 

slll't'ealiHIII ilS ft Ho]ply Ilesthetlc practlce come to the forefront. On Il st.ylistic 

le\'el, many of UlP samt' concprns are present in {.J'Étoile de mer and Un Chien 

llndalou; haLl! film:-; arE' dream-like ln their imagery and contain non-convenUonal 

Barr'aU ves st.rHt t' ~lPS. Yet, in Ray's film, the foeus is not on different 

psychological vie\\'I> of the real world, but instead on different visual ones. P. 

Adams Sitne,v des(,/'lbcs the film'H "story" as fol1oWJ: 

Étoil(" de mer opens with the el,('ounter of a man and a woman on 
the }'Olld. They go tel the woman 's apartment where she strips and 
he Immediatply bids her adieu. Twice again in the course of this 
elhpl.wlll and highly disjunctive film, the same man and woman 
eocounlpl' Pilch ot her at the same spot. The last meeting may even 
tH:' a dl'~;am, sin(~e it immediately fol1ows a scene of her going to 
sleep. (Sitnc'y, 1979: 19) 

The film\; ('OnCP1'n with repetitlOn and dream-like imagery is no longer an assault 

on the \'lpwl'r's presuppositions about the world; instead it functlOns as an 

intel'pstmg, bul. ullimately trivial perceptual diversion. Unlike Un Chien anda.lou, 

Étoile df:' TlIf ' l' leaves itself op~n to a variety of interpretations. This points to 

the film 's rclianee on fietionality as a guiding principle. Un Chien andalou loses 

itR strpngth whpn one attempts to apply a reading to the film; Ray's film gains 

interest. Wlth Ray's film, the desire i8 t.o narrativize; this strategy does not 

come to mind when viewing Un Chien andalou. Sitney, for example, wrltes that 

"the> eomic substitution of }Pgs for teeth manifescs a deeper allusion to the vagina 

dentata, fi mythk obsession which seems to motivate many of the images [ ••. 
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)" (Sitney, 1978: xvii). This may be a Vf'ry compt>tent l't'ading of the film, hut 

there are probably many others. This points ta tilt> intel'pl'I'tl"t~ drive towHrd 

narrativization. I3ufiu~1 and Dah's film aUpmpLE>d 10 avoid the> possibilit y of 

narrativizaLion, whereas the Ray film il:> confol'ms to somf'what tr'adiLlonal cinpmnLh' 

conventions, cOmbl"1e<1 with acsthetlc ambiglilLy. BeCHUSf' of Lhis, il is 1I0L 11 Lt'xL 

that is profoundly concl'l'ned wlth the relationship beLwf>en Îmagl's and tJw "real"; 

instead Étoile de mer is about li difft'1'ent way of St'PlIlg, Il so)(»y lwsthl'tic ploy. 

When aesthetiC's became the primary concern of the surl'ealist movcment, Uw 

moverr.E'nt as a socio-politieal entity died. 

* * * 

How does Lacan's notion of the objet petit 8, Freud's conc<,pt. of Ol.hnrnpss, 

and the surrealist's radical aesthetics relate 1,0 the LbeorE~tica) prohlf>llls of Uw 

"realu as posed by thE' cinema? Tt can kw argued that, HS JllPtaphors, t hp 

relationship betwt'en "real" images and the vipwer can hE' lIndpl'Rtood blUwd on 

the concept of the objet petit a and on Freud 'H theory of Ot.hE'I'rWSR, Hnd thllt 

the models of identification and the gaze Lhat have hiRLol'\cally InhabJlpd film 

theory providp a great service in the \.'l(>W(>1"'" llnd(,l'RtandIllI:{ nI' th/' l'lrtPlnlltlC 

"real." This would makI? the viewing proc('ss ft fundamentally Int.P l'rIal i;l,f'd , 

passive process. Further, it can aiRo be fil'gupd that Hw slllTPalist IllOVl'llll'nL 

fundamenVtlly questlOned the way in whirh the sIlbj0cL PPl'CPÎVN; Ul(> tlPstJwti<­

object; if thp object changes the subjE'ct., throllgh th" fr('ping of IlrlCOflRCioUI-i 

discourse, then the "real" changes along with it. ConvPl'lwly, aH pllIpirklll 

models, it can also be argupd that thps(' theories ('lU) lend Lo l'eductio ml 

absllrdllm versions of bath psychology and the CInema. 

Perhaps the l'ole of the objet petit li. and Other'nf'ss ln film U\pory 

functions most poweI'fully as an interprptlve Inptaphol'. ThiR, by Hnd Im'ge, is 

already truE' in film theory's use of psychoanalYRls. The potentlRI pr'oblmn wlth 

this approach is the extrapolation of a whole theory of the cinema hmwd on El fF!W 

key, Hollywood films. The theoreticai leap of faith uSllally madf: hv dnf.­

psychoanalysts is that they have noticed where a psychoanalyLw m~t.aph()r is 

present in films such as Hitchcock's Psycho (1960), Orsoll Wpllf'K' TOIJ{'h or J.;'vil 
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095R). anci MkhapJ Powpll's Pppoind Tom (19fiO). From thi~. thE> thAorist 

extrapolatcR a PHychoanRJvt]r mf't,llphor for the viewinlt process itself. This leads 

to a totaJizinlt model of film spectatorship del'ivpd from the readinlt of the 

fJRychoanalvtic metaphor in a few fllms. 40 The essentialism of this model is 

pointed out, somf'what sa.rdonical1y, by Susan Hoore: 

1 WJc cannot bp satisfied with a theory premised on a unified 
Rpeetat.or sit.tin~ alone HI UII~ darkened cinema luxuriously fl'ee of 
the cOllstraints of racf' or class, history and other texts. This 
idealization i8 att.ractivf' bt'causc wc could 80 much more casily talk 
about th(· 'fpmale t:taze' as t.hough it wer'e an attribute of anatomy-­
the f'ational l'pUna, the iril> free of ideololty •.. AIl men could then 
be off(>red fi choice of oper'atîons--strai~htforward castration or 
l'emovill of t.heir phallic cataracts! (Gamman and Mal'shment. 1988: 50) 

Thil,; pasRagf' (humorollsly) faults on the side of transposinlt the metaphor into 

a biologistic stat.ement the ciné-psychoanalvsts cio not make themselves. 

Neverthf'jC'HH. Moore does point to one of thf' potential pl'oblems with the 

psyeholl.nalvt k model: its potential for f'ssentialism. C,hristine Gledhi11 pkks UP 

on thiH in aspect of thE" Lacanian modp.l. The critique that Lacan offp.rs and the 

pl'obl('ms thflt cr'itique entails, accordin!! to Glpcihill. is fiS follows: 

fT Hw r(~eoul'S(> t.o LaC9n SPf'ks n 'mRt.priRli!:;t' t.hporv of thp suh iect 
in the discovery of the so-called primarv processes that construct 
thp t.rue su h iect. The problem here is that the theoreUcal iuncture 
of Lacan and Althus!?er in the de-centerinl! of individuals from their 
conseiollsn('ss seerns t.o rl'move them from much else as weIl. for 
althou~h the Lacanian sub iect accounts for diffprpnt sPxlIRl locations 
in t.hp Rvmholic orcier. it savs Jittle ahout. class: the ronstitutive 
force of lan~ual!e. primary in both chl'onolol!ical Rnd form .. üivp RPnc::p. 
appcal's t.o disnlace the affp.~tivitv of thp forrpc:: Rnci rplRtions of 
produrtion in t.he social format.ion. (Mast and Cohen. 1985: 842) 

40 See Laura Mulvev's J'eadin!! of Alfred Hitchcock's Verti!!o (957) in "Visual 
Pleasul'e and Nal'l'aUve Cinem,'l." Screen 16.3 (1975): 6-18: Ravmond Bellour's 
readinl! of Hit.chrock':::: Psvr.ha (1960) in "Psychosis. Neurosis. Perversion." Camel'ü 
ObSCU1','1 3/4 (197R): l05-1?9: Stephen Heath's readin!! of Orson Welles' Touch of 
Rvil (1957) in "Film and System: l'erms of Analvsis." SCl'een 16.1 (1975): 7-77 and 
16.2 (1975): 9J-113: and Kaia Silvel'man's readinlt of Michael Powell's PeepÏnf! Tom 
(1960) in Thf> A('Ollstic Mirror: The Female Voice in Psvr.hoa.na.lvsis and Cinema. 
(IHoomington: Indiana UP, 19P8): :i2-41. Tt. is t.rue t.hat all these films embrace 
psvchoanalvsis on 11 t.hplllatjr 1f'v(->l. Vf't. t.his is not a stronlt enough reason to 
l'xtl'apolatp ,q pl'iori fi. psvrhoanalvtk modf'l of vjpwinlt these films. let alone aIl 
scrcallpd "classicaJ Hollywood cinema." 
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Because of the hermetic natur(~ of the LacRnian model. it S IISP as an inten>reti\'e 

model seems much stronger than as an adual model of Uw psychic functioning 

of the viewer. Yet, one must be careful when takmg the inLf'I'pl'f'LI\'(' aPPl'oflch, 

sa as not trI simply genel'ated morp l'padmgs of a sppdfk film. or H~; a fl'wnd of 

mine put it, the thE'orist should avoid "sPI'v[ill~] up 11101'(' tvkR('adings" (NipIgon, 

1991: 4). 

If one wishes ta follow the modE'1 of identificatIOn as St>!' out by Fl'pud, llnd 

the model of the gaze by Lacan, then film t heol'y'g concept. of "pm·H·;ivp 

identification" (Mulvey, 1975: 6-18; Rose, in Heath .'lI1d DeLaurl'l.is 197H: 172-1Ht» 

should be abandoned. By doing this, the film theol'iHt. loses the abihty t,o PIlHily 

chart the reJationship between the viewer and the H('f'een thl'ough psycholll\lllYHis, 

This is a positive occurrence. Film theol'Y's pORI! IOn IS that 111(' r'('lal iOflShl P 

between the viewer and the screen i8 one whf'rt' 1Il<llly qlH'Ht ionH have alr'('ady 

been answered; l de not think lhis 18 the ca.se. Hy prop(JHin~ Il modl'I of 

spectatorship that i8, in a sense, inter-subjectiVf~, one' qllich Iy los"H t hp posItion 

of authol'ity that usually goes along with Ih(>ol'Y, l'('duclTlg pRychoanalyt.ic 

doctrines to speculative cJaims. l thir k tJllS il-> illso Il pORI! 1\,(' dl'vplopll1l'nt, aH 

it forces the film theorist ta reconsidel' hfê'r thpo/"t'tical stl'atpglps. Thf' 11mbiguity 

of a model based on the interdependencf' bf'twCPJl thp 'v ipwl't' .Incl 1 hl' film IS Il 

positive remedy to the increasingly progl'ammatlc app/'nllch tak('n hy filill 

theorists of aIl crilical pet'suasions. In terms of Uw ('lrll'll1at\f" "r't'al," 

psychoana]ysis can only be of use if one abandor!H the model (If t iw gll~(, as an 

actuaI psychical proc€.ss. There are two reasons for 1 his; fln,tly, !"lcan's fIlodt>1 

of the gaze's relationship to both phenomenal and vlsual l'ppl'f'spntatlon dopn not. 

work the way ciné-psychoanalysts clmm, as demonslrated Ilboyp, St'("()Jldly, ln 

order to speak of the "real" in the cinema, to spP;ü. of th.- cinPIIlH as Il sys! l'fil 

of signs that are both part of culture and rpflecl cult Ul'f~, one has ln (!Sl'IlIl(' UH' 

model of passivity and determinism the theory of th", gazp PULB Irl plac~. Ypt J 

as an interpretive strategy, as was 8een in thE' examplp of sUrI"!alIslIl, t.hp 

psychoanalytic model can offer thematlc and textual Hlsights mt.o t tH' motifs and 

beliefs that occuPY twentieth centul'Y culture; Il can offer Jn~aghts Inlo tp.xts tl'lal 

seem "real," but are not. 
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CHAP7'ER TWO 

SIMULATION, DISTANCIATION, AND HYPERREALITY: The TextuaJ Real 

There are more things in heaven and earth, Horatio, 
Than are dreamt of in your philosophy. 

Hamlet, Act V, sc. i 

Don't you love theory? It can justify anything for you! 

Kathy Ward, correspondence, 1 June 1990. 

1 think we should look at the dark undel'belly of this theory . . . 
Jeannie Matuk, The Alley, 1992. 

l thought that the insects in Naked Lunch were real. The 
cockroaches lived in my kitchen and in my heart. 

Carrie Hintz, The Alley, later that sarne year. 
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In America, not the least charlll r .•• 1 iR that ('Vt'n outsidp the 
cinemas the whole country is cinematagraphic. Vou Ct'ORS t.hf' df'sert 
as if in a western; the metropalis i8 li cnntinual sen'cn of ~i~nR and 
formulae. Life i8 a travplling shot, a Idnetk, cinpllIilLic, 
cinematographic sweep. 

Jean Baudrillard, Th(l R"vil Dp/llOn o{ Imll,LfN' 

II'. Jean Baudrillard our Jerry Lewis, or IU'C we hiR? Ciiven t IH' 
French genius fol' appreciating Anteriean populal' cIIJtUl'(l, it is only 
a matter of Ume befoI't' America itReJf--the Burgpr KIng K-Mnl't und 
Eye-Witness News drive-in, the plastic p;u'thpnon, the whole 
airbrushed "Have a Nice Day" theme pari, that. we'" (' ~I'own 1.0 lovp 
or ignore--would reLuI'n to enchant us a la fr"ln(tuis!'. 

J. Hoberman, ~'lllgar Model'tlù-;m 

While the psychoanalytic writings held sway in the JaU' t 9UO'R ILS Il rnodpl 

for the analysis of cultural artifacts wit.hin t.he humanlt.ie~l in the 1970'1{ 

postmodernism, influenced by the work of situationislR such us liuy J)pbord, 

began ta gain critical currency in France. Psychoanalysis WIlS plllbrm;('d in part 

ta develop a critique of psychological deterrninacy, yet in Uw end UlP!·H~ llIodf'lt:; 

fell prey ta the same problcm. In the 1970's, postllIoderrWHn, aH theol'i7.f'd hy 

Jean-François Lyotard and Jean 8audrillard, gfllned cult u r'al (,LlITcncy 1){'('aUh(l uf 

its supposedly radical critique of modernist cullu},f>. LuC'uniall psychoanalyslH 

attempted to destabllize IJsychological l'ealily; in dOlllg so, its lJPP1'Opl'latlOrt in UIf' 

humanities at.t.empted ta posit. thal the real relallonship lJe'Lwf'('n subJ('cl and 

tex tuaI artIfac.:t was based on unconsclOUS, hngUlst 1(' forcl's I.hal. lead 1.0 UI(' 

divided subJect. With poslmodernism, cult.ure it.self was addt'(~ss(·d wit.h l'Il.clic:al 

scepticism--artifacls and su bjects became mten:hangelüJle. 

Throughoul. the 1980'5, Jean Baudrillard's media lheories of hypf~r-rf'l.ùi!.y 

held an ImagInative power for French and North Amet'Ïcan intelled.uals in Uw 

humanities. His theories, taking relativism to th€. extrümf', POSI!. that the "l'(!fl)" 

is either a lost, nostalgie dream, as in Sim u la. tio n s, or an illusion whieh n(~ver 
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existed, as in The Evi} Demon of Imllges.41 While Baudrillard's popularity was 

relatively short in France, in America he became a cultural guru of the 1980's. 

There are many reasons for thisj 1 think the main one is that Baudl'illard let 

Amf"~rican aCI1(kmicb rewrIte the lI.S.A.'s recent hlstory. Noël Carroll, writing on 

horTor fiction, r'HisNl an mteresting point about Anwrica's fascmation wIth post­

modernhiln, the rpcuperation of the Viel. Nam War, and the dissolving Pax 

A me riCllf/ll. He writt>s: 

The prespnl borror cycle and postmodernism corl'elate insofar as 
both I.l.l'ticulate an anxiety about cultural categories; both look to the 
past, in many CHSf>1'; wIth pronounced nostalgia l .... T]his cluster 
of themeB lw(,oll\f'.s intelligible Wht:"'H one realizes that both the 
horror genre and the flap a.bout post'llodernisffi have emerged on the 
heels of the evident collapse of Pax AmerlCana. [Horrar and 
postrnodernism . . . ] arise at just that point in history when the 
international arder set in place al the end of the second world war 
seems ta hllv(" fallen into unnerving disarray. (Carroll, 1990: 212) 

Much t.he same way FIl'st BJood (1982), Rambo: Pirst Blood Pa.rt Two (1985), and 

Top Glln (1986) leI. Arnerican audiences "feel good" about the 108s m Viel Nam, 

BauddLlat'd lels American academics loosen up after the dismaying results of the 

politicization of the eampuses in the 1960's and 1970's, the collapse of Pax 

AmerLCllnll, alld the subsequent apathy in academic and mass culture. 42 

Baudrillard himself is more like director John Ford than movie charact.er Rambo, 

though. Baudrillard's critical evolutIOn took him from the certitude of marxism 

to the radical scepllcism of poslmoùernisffi, a11 the while having his eye on 

Amprica. Like Ford'!'; progressIOn from moral certainty about the Amerkan value 

syst.em, in films Iike Stagecoach (1939), to the social critiques of The Grapes of 

l't'l'ath (1940) and Tobacco Road (194] l, to the utter uncertainty of The Searchers 

(1956) and The Man Who Shot Liberty Villance (1962), Baudrillard always kept his 

faith in Am('rÎCaj he Just lost faith in the cultural myths that, for him, constitute 

41 See Jean Baud rillard , Seduction (Montréal: New World Perspectives, 1979); 
SimullJtions (New York: Semiotext(el, 1983); and The Evil Demon of Images 
(Sydney: Power Publications, 1987). 

42 Charles Tfly!or traces the history of this issue as a question of the crisis 
of moder'nity. See Charles Taylor, The Malaise of Modernity (Concord, ON: Anansi, 
t 991 ). 
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reality. Recently, Jean-Luc Godard stated that Jcl'l'y Lewis, hke ail gl'l'Ilt Ilt'! hüs, 

has an amazing lIn('onscioll~ mind . .jJ Perhllps ,Jean Baudl'illnl'd '8 unconl·H'ioUH 

was Amel'ica's ronSClOusness for a shorL Ume, as Ill' off(>l't'd AIl\(,I'il'1l HOIIH~t hlllg 

that France s€'emingly did not tlct'd--a dORt' of llIt,('nsp SCppLIClsm. 

This chaptcr explores the culllH'al and ('J[wmattc ,'anllfkat iota; of 

Baudri11ard's Uv'ories: how does th\:· denwl of tht' p.lI.lf\tf'nCI· of Halldl'i!llll'<!'s llIod('1 

of thE" "real" help us undp.l'stand HIP l'nIf> pla;\ f'd by fdm and oLhpl' !Iledlll in 

society? More to the pOint, is tht-· dptlial of I.h!' "n>al" il th('Ol'd,lcally sound 

position Lo adopL? If the su bject's vlPw of rpulity is sllpplantpd by " t h(' t'vil 

dt>mon of Images," what exacLly are we doing wlH'n wc bJ)('ak of thp "l't'Ill"',' 

Finally, lS Ilalldrillard functiomng as un agent pl'O l'()('at(· Il l' or IS IJI' an l'llsil,r 

dismissabl~~ metaphy sienl J'cd uctlOnibt'? 

ensuing pages. The analYRü; begins \dLh I3alldt'J\lard's ':'it l'on~ daHU, stalpd ill 

The EVI] Demon of Imag'ps, U\l-tL UIP "l'pal" lle\ Pl' l''\isled, 1 hnl il 18 1\fI illw·non, 

and that human subJects are aIl f]oatmg within a world of SJlIllt!Il('I".l. Fullowillg 

this is an exploration of his parl!pl', mort' made l'aL!', c1allo thal thp "1'('IlI" whil'h 

once exisLeù is no\\' lost. ReC.:lURe of the perVaSlyl'llt'SS of t('chnological media, 

and the {Jl'oliferaLion of imagf's, onb "simulation" wit hm I.h<' "h.r IH'I'I'l'al" I\OW 

exists. 

1'0 frame Baudri1lard's argllmt>nts, the films \lnder ('onsidel'Iltjoll 1l1'P otll'S 

which seem symptomatic of the loss of th!' "l'pal" Baudrillar'd }JOlrtts lowl.lr'd. III 

Baudrillal'd's mind, the politlcal thrilh~l' is Uw politlcal dÜH'ollr~p of AIIlPncan 

culture. Pohties are replaced by poly--texts, 'l'hl' polit Will is only add l'PBseli 

through tl'chnologkally l'eproducp,d \Tuages, so "l'eal" palU WH al'I' t ~lP simulll.tlOll 

of politics. Films such as Alan J. Pakula's All 'l'he J'N's/dent',:; Mf-'IJ (197ti), .Jarnef> 

Bridge's The China Syndrome (1979), and Olivpr StorH"s .IFJ\ (19~~1) prt"wnt llnd 

problematize the notion of "hyper)'eality" Haudrlllal'd (>f>pOIlSPS. ThIS Ih (~sppdlllly 

true of JFK. Stone's film reconstnlcts uolh histol')('al dlb('OUI'f>(> and c!o('\lII\I'nl.al'Y 

film and recreates the imag,:'s of hennedy's aS!'>1'lssInHLion--lIllagl'b whlC'h, IIp IInti! 

now, have "objecllveIy" told the "officiai stOl'Y." The underlymg qlH$tion lb 

whether postmodE'rnism gives us a viable theory of the l'elatiowülI{> between 

43 The Montreal Gazette Il June 1991: Cl. 
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technologically-reproduced images, hlstory and the "real." Politieal, social, and 

textual clements are consldered in light of the l'ole Baudri11al'd says these types 

of fIlmH play in culture>. 

One of BlludriIJani's main dpscriptlve paradigms of Arnel'ICa--Disneyland--is 

aIso (:onl'Hdered. Tht! id~ology of "Disney" is considered in light of Disney's 

d(!sir(> 1.0 }'('structu r(' Uw "l't'Ill," lo build an lInagmary version of America lhat 

is heU.!'l' than !\m('l'Îca it sclf, a desire manifested in bath his films and his theme­

parks. Whilp Baudrillard's evocal ion of DII:meyland as the cpilome of AmE'rica is 

fru,ughl with pl'oblems, Dl!Hlcy and Disneyland provide interesting paradoxes in 

addre!:lsing q\H'stÎonH of tht' "real." 

To analyzl' Bau dt'illard 's claIm Lhat Disneyland is America, brief 

consld('ration is gi ven to Disney's vision of EPCOT (Experimental Prototype 

Community of Tornol'l'ow), the ultimate in hyperreal eXIstence. Disney pJanned 

EPCOT durmg the last months of his Iife as an artificially eonstrueted 

envü'onnlE'nt. whf>rp aH the problems of the world would be eliminated, ineluding 

pedlllps death. These plans, ohviously nf'ver realized, point to the similarity 

bet,ween I.h(' utopian desires of DIsney and the cultural prognosis of Baudrillard-­

though Ilnlihe Haudl'lllar'd, l will argue LhaL EPCOT points to the fatlul'e of the 

hyper-l'(>aJ as Il theol'elIcal model, and not Lo lts existence and pervaSlVeness. 

1 n Th,., EnI Dell/OIl of Images, Baudrillard addresses what he eonsiders to 

be the "diabolieal" pl'oblem of the "real's" existence within technological images. 

Baudrlllat'd .tl'gues that the media theorist has traditionally looked for the 

l'elationslllp betwpen the IllIage and the refel'ent within the "real," or conversely, 

tlw abf'H'Il<'P of the Image'r:, phenomenal referent. Baudrillal'd argues that more 

and mol'l', tpchnolog1l'ally generated images exist withQut this referent; the image 

pl't>cedes t.he referent. This referent has not absented itself, it has become an 

t'ffeet of the SlIlIulllteù image. Hp explains the current situation as sueh: 

A l'l'OPOS t.he cinema and images in general (media images, 
t.t-'chnologkal images), 1 would like to conjure up the pel'versity of 
the l'plation betw(>en the image and Its referent, the supposed l'eal; 
t hf' virtllal and irrevel'sible confusion of the sphere of images and 
th!"' sphf>!'f> of a t'('ality whose nature we are less and less able to 
gr'asp. (Raudrillard, 1987: 13) 

For Raudl'illal'd, it is not the nature of technologically produced images that the 
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theorisl has to reconsider, but lhf' "l'eal" llself. Tr\l:::; i:;; "ul>vious," as 11\U\ge:::; 

seern to overpowel' th~ "t'l'al." This tht'ow~; ,,('aht,\' Itsplf into 'llll~Hti()II, 'l'hl' 

image's abihty la recreatE' and l'erl'Rcl th!' "n>al"--.l !'pcl'('ation thal is, no 

question, an illuSlon--questlolls the nalul't' of l't'allty itst>l!'. If tilt' II1l11gP IH Il 

construction Rnd t.he image can OVt>!'powet' t1lP "n~al," it stands !n ''l't'aROn'' thaL 

reality fo11ows sud. This dih-mma IR ('l(plalrll·d 111 Ult' t'olim" mg 1lI:\I\t\t'\': 

Tt is precisE'ly when It <lppt~al'S mORt tt'lIthful, most faIt hrlll, and I\ICJSt. 
in confot'mity with t'(~aliL,Y Lhat 1 II(' IlIla~(> is nlos! diH!Jo\wa)--,md OUI' 

technical Imagps, whethel' thQy bp f"om photo~I'aph:., ('lI\t'ma 01' 
television, are ln trH' cvel'whplmin~ maJol'lt) mlwh mOI'(' "t'\I,(uI'IlII\P," 
"reahst," tharr aIl tht' images frolll pasl ('Ultill'I'S. lt IS in Il:::; 
rescmblancf', nol only analogical bill tt'('hnolo~lf'al, 1 hllt t h(' IllIage is 
mosL immoral and most l->P rv(' l'SI', (Billldl'illlll'd, 19H7: 1 :!--I,t 1 

Images, in Baudl'1llaj'd's reality, Il.l'f' l!\ no ',,"',1:>, TH'ull'al--lhl'J' art' /'vII ('\llt,lu'n) 

agents. Images go beyond eithp!, thf' rpfleeLlon of !'l',dity (II' lh<> t'l'I'OTlsl.l'lwtion 

of what we take La he rpality; insU"ad Irnag('s bf'glrl to "('(Jtltllllunalp ,wd mod(,)" 

(Baudrillard, 1987: Hl) rcalJty--Lhf'Y talœ IL ovpr, Im,l~eH t tH!lt fJ['P('l'd!' l'Pld11 y; 

they set the agE'nda for the direction rpalILy talws, Balldrtllal'd sLal ~~R: 

l ... T]he imagp is intC'l'0.sling Ilot only ln ILs l'oh, ilS t'('fI!'\'! ion, 
mil'ror, repl'esE'ntation of, or counterpHl't lo, thp l'I>al, but Illsn wltt'n 
it beglns lo contaminate l'paEty and to modp) 11., wh(,l\ Il only 
conforms ta reality the better to distol't, it, or bpt!,p!' 1->1.111: wtlt'rl il. 
appropriates reality t'or iLs own ends, when il. <l.nticipalcs IL Co thp 
point thaL the real no longer has llmp to b(' producl'd as H\lch. 
(Baudl'illal'd, 1987: 16) 

Baudl'i1lard argues that the nuclf'ar disaster al. I-Ial'ril-;blll'~ Ilnd 'l'h(' ('hwll 

Syndrome, the war in VieL Nam and Frands Fc)/'d Coppolll's AI'o(:~liYfJSf' Now' 

(1979), Auschwltz and the Amcl'1can lnInl-l.-,eJ'iph }/o}oCIlIJsf (1979) art' ail 

fundamentally inter-changeable in our image-baspd society, as contagion il-> 

fundamental La mass media's reléLtlOflstup to the "l't'al." If LI\!' ~;amera cr't>w 

(Michael Douglas and Jane Fonda) ln The Chma SJ'nd"(lnJ(~ cali pffeC'l U-J(' (Jutconw 

of the potential nuclear meltdown wILhln the fIlm, why can't. t hf' fdm Itsf'lf pfff'ct. 

the real Harrisburg incident? Baudl'lllal'd al'gups that Il IS Ilot "C/:tllhality" lhul 

brings about the interrelationship belween these images and I!vpnt.s, but an 

"unspoken analogy which link the real, models, and sllIIulaera ]n 

(Baudrillard, 1987: 20). The intertextual IS glven pnmacy over both images and 
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the real; textual sirnilarities wipe out epistemological differences. Paisley 

J.ivingston questions the critical textual praeticE' of intertextuality, stating: 

"Although lt iH no doubt true that we can take pleasure from juxtaposing 

diff(~rpnt t.pxtrll1l ilems in our rninds, what is t.he cognitive importance of a critic's 

rt'{>ol'ls about sile h cOl'rf'sponda.nres générales? Il may he humorous, and even 

t'1Ut.ously t ratlsgresHive, l ... J but what is }('arned from the juxtaposition?" 

(Livinf-tHlon, 1992b: 4). 

CprtaJnly, an intcrtextuajjty that. treats rt>alit.y as yet anothcr intertext 

raises mrtny of the same concerns. If reality functions only as an Jllusionary 

"tex!." t.hat pl'Ocp.eds the media image, what can this juxtaposition tell us about 

eit.bpl' tpxtuaht.y or ,'eality and their construction? 

j>ostmode t'rd st lea.p of "faith" goes on to statf': 

Baudrillard, in a 

It lS only Li further step, whkh we should briskly take, to reverse 
ou r logical order and see The ChIna Syndrome as the l'eal event and 
Harrisburg lt.S simulacrulll. For it is by the same logic that the 
nuclt:'ar reaHt.y in the film follows from the televislOn effect and 
Harrisburg in "rcahty" follows from the cinema effect of The China. 
Syndrome. (Baudl'illard, 1987: 21) 

Yet, ln Baudrillard's "n)ality," this is Ilot the whole "tl'uth," as he argues in 

"reality," bot.h The China. Syndromf' and Harrisburg arE' simulacra. In doing so, 

Raudrillal'd glosses ovpr important, and readily apparent, points. While it can be 

aq~u(:'d that 1 he lllf'dia's representation of Harrisburg and Three-Mile Island have 

!:itl'ong sll\lilaritJes la the China Syndrome--our understanding of both events 

eOn/ps from lt l'pl of media produced images---what is ]ost in his argument is the 

pff('ctual rt:>laLic)/\ship bet ween the referents in the real world, the production of 

thp sets of imagt's, and the Images' contextual meaning. Baudrillard writes: 

FOI' 80n/P 1 ime now, 10 the dialectical relation bet.we(>n reahty and 
images (that. is, the relation that we .vish to believe dialectical, 
rcadablp from the L'cal ta the Image and vice versa), the image has 
takE'n over and imposed its own immanent, ephemeral logic; an 
immora.lloglc without depth, beyond good and evil, beyond truth and 
falsit:,r; a [ogie of the extermination of ils own referent, a logic of 
the implosion of meaning in WhlCh the message disappears on the 
horizon of the m('dium. (Baudril1ard, 1987: 22-23) 

White Baudl'illal'd would argue that "meanmg," in and of itself, is an illusion, it 

would still be apparC'nt that Harrisburg and The China. Syndrome are different 
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types of "illuslOn"--a different slight of hRnd would bp at wOl'k in oot.h tt'xt H. 

Beyond this, the fundamental difff'renct' in t.hl' imagps' Illod('s of pl'oJuctinn 

undermine hiS illusiomst clRim. White \t IS ObVIOUH that J'he Chlnil .sYlldI'Olllt\ and 

the evening news are both (;onstrucllons, Hw laltt">r str'lkt's lilt' \'11'\\('1' as "l't'al" 

because of the sets of conventions which surround the pl'odllct ion, dIHH('nUlIallor\ 

of the images, and an abstract. beli('f In Ulf' ev('nt. Ilsplf. E\ t'Il If t!w 111I1l1~t'S :lI'(' 

utterly falsifled, thei1' conteÜ gIVl'S them l'l'allt)'s "spal of approval." No III IL 1 1,('1' 

how close The Chil1d Syndrome comes to tht' l'pal P\t'nt, Ils h~St\'1Il of 

signification, its lack of a referent that the vipWt">l' wOllld consHl(',' l't'al alld ilOt. 

artifice, whether this declslOn is arbitr'al'Y 01' not, pl'evünLH Lht' film 1"'0111 

becoming "real." Films such as Michael Moore's Hager Ilfld Mf' (1 B90) and Sl,ot\f\'S 

JFK blur these Imes quite a bIt fur'ther than The ChwR Syndrome. But aH WI> 

shaH see, a fundamental difference betwep.n thf' two t Vppg of t 1'\\ l'l'main:=;. 

Baudrillard argues that the cinema has wprh~eci lt~wlf betwf'l'tl trl/' Intlll.{inHI'Y 

and the l'ea} and, because of this, thE' natul'f' of imH.gt' as l'Ppl'0S01lLIlt IOn, an idNl 

that has had currency since the Renaissance, falls to thp waysidf'. T"dH1nln~wal 

images no long(>l' offer t.he viewl"l' "meaninL!" and "nW"SH.l!<''': inst('ad 1 hf'v 

"telescope" reality, making existencp Itsf'if SP0n1 mvsl krtl: t'vf'l'vdav lift' now 

invites the samf' fascination viewers oncp had fol' thp slars of t.hf' sil V(>I' SC'rpf'f1. 

Images multip}v themselves and continu0lH;)v t'0fl'al't t hl' wot'Id ln ('onfol'nI wil h 

this new mvthoJoltv. Baudrillard trIPs to illllstl'lüp this ooin! hv l'ilim.! films RI/ch 

as Roman Po]anski's rhirmtm .. rn (1974). StRn]pv Kllhrirk'.., Rrwr\' {,nlf/nn (lg7fj) Hnd 

Petf'r BoltdRnovkh'R Thp T,Rst Pirtm'p 8hnw (1~71 \: films Ihnt pmht,(H'p {'Înf'llIf\ of 

the paRt and. fOl' tht-> vif'wf'r. hpl'oTllP vit,tllHllv i ntpl'C'h;!YlI!pn hl ... wd h film" sI vIp.., 

of the ppriod thpv pm1l1at,p. 

costumf' films of thf' 1q:lO's: Anrl Rm-rr!flTl0Vwh <:imIlIAtpe; Hnllvw()()d film" of 1 hl' 

naRt--an Rm,qlftflTn:ülon of 2'f'nrps. Fr'om this i! ie; nnt ;1 ffll' <.;t.'11 tn Il film likp 

LRwrpnrp KR<:;rll'ln'" Rnav T-/Pflt (1 q~l \. R nnc;tmor!prn film nrH" whi('h ,'ilpc; filme; 

that nf'VPI' pxic;tpn: thp whnl", film C;Pf'mc; tn hp in c;rfH'p <lllntpR. Ypt, thiR ie; 

Rolplv A t."",hlRl nrnrlivilv, nnt nnp whirh imnlirRtp<; t hr' "rp~11" worlrl. 

Rl1l1oril1Rl'rl'c; t?nopn('v to POllfltp fi nr;nri thp tf''lCtllRl with thp rPlll Ip1ldR to 

RllhRt.::mtiRl rIRWc; in hic; thpol'v. 

RRllrlri1l~n'rl flrltllPR his moopl of hVPf'rrPRlitv iR hRspn on Il npw I()~k. Rut 
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what is this logic 8audrillard speaks about? Baudrillard is proposing an illoJ?:ical 

metnphYI::Hcs of the real and the lmag-::, basNi on fundamentally il'rational 

PI'ltlCipll'!:-.. Ill' stlltC5 LhaL hls theories arE' uased on Mamchaelsm, and his 

IIlt'laphyoical Lurn, a )'(>LlIl'll ta lt'anscendenLalism and negative theology, upholds 

lh(~ vi('w t haL l'llgUS now l'IHl L\w UlllVel'Sej the subject is detel'mmed by them. 

FOI' BUlldrillill'd, 1 Il<' wol'lcl is constlt.uteJ solely by ~»gns, whwh art' toLally mind 

d('IJt'nth-'nt (Baud)'lllal'd, ] 987: 44). Hf' daims that his employment of any sort of 

anlllysis lb Il RI )'aLeglC move, a l'ole he lUust play to "uphold the reality of the 

illusion [ . ,. ta play ulJon thls illUSIOn itself and the power it exerts" 

([laudrlllar'd, 1987: 15). HiS evocation of terms such as "meamng" or "logk" 

hecomes soh~ly a gamblt--signs dl::.associated from any "true meaning." It then 

8tands to "reason" thaL If the tt'l'ms "disco" and "ejaculate" make his illuslOnary 

"argument" work better, or are more Pl'ovocative for the naive masses who stlll 

bclieve in the "Illw.,ion" of "l'eality," he can 'd.sIly substituLe them v.lthout 

changin~ his "argument" ln a.n;. "l'eal" v.ay. \et, despite Baudrillard's c1aim that 

aUlllY8is i8 unlj- "stl'utpglcallj< rl('cessal'Y" (Baudl'lllard, 1987: 40) and that he is 

"compelled Lu prouuct' llIeal1lllg III the te:...t, and [ ... ] pl'oduces thlS meaning 

l:t.S if il. arises fl'Olll Uw Sj< stem (even if in fact the system lacks meaning) in 

ol'dl'I' PI't'clsely to play t hat me<lning agamst the s:y stem itself as one l'eaches the 

end" (40-4 t), there is a fla\\' Hl the logie here. lt probably still holds true, as 

Livingstoll sOIllt'what causLtcally points out, that postmoclernists "[ • • • ] n.:> 

douot \\'ould compimll vehelllf>nt1;> :,;hould their royalty checks oe paid out ta 

Monsù'IIl' l,eTt'.\tè" (LivJrlgst.on, 1992b: 6). 

On Il more sedous lcvel, Livingston's critique points to the flaw in 

Balldl'lllal'd\, wo1'k, one wtnch privilegcs t.he textual o\'e1' aU else. 8audrillal'd 

addl't:'sst'S t't'pt'('st'ntalions that al'e fictional constructs (like The China Syndrome) 

and l'p(H'C'selltations t hat SIlPposl'dl~ stand in for reality (like the evening news), 

bllt l'('ldit~· itsf'lf, SllbsUIllt'd by I,t>xtuahty, is left out of the equation. This makes 

Haudl'I11ar'd's agl'nda ~)f "thp i~suing a challenge to the 'real'--the attempt to put 

lhè l'pal, qllltt' l:Hmply, ail the spot" (Baudl'illard, 1987: 46) quite a bIt, casier, as 

the pl'irll:lplf' of non-contl'dÙlctlOn, at the base of aIl arguments concel'ning logic 

and \'I,'hat Baudl'illal'd. v.ould like to eliminate, is much easier ta subvert textually 

57 



1 

l 

Jean BaudrilJard: America '5 .Jerry Lewis 

than ~~pistemological1y. 

A ease in point l'an bt' made abouL two recent films which attempt 1,0 

examine the ~1ontl'eal ~lassa(' t'e, whcl'e Mare Lépine shoL 1-\ wonwn dNld aL l'Él:OJ~ 

Polytechnique of j'Ulllvel'sité de Montréal on Decernbel' 6, 1989. Al'OUUJ 1 lit' 

second annivel'sary of this tt'agl'd J , twc films wel'e l'('l<'Hsed. The fil'sl, (iel'l'Y 

Rogers' Alter the ,"'[antrel)] MliSSll.CrC (1990), fOCUl::;l'S on S;\"lvie ('j1l~non, a IIII\SSHl'l'l' 

survivor. The film takes a f('minist pel'speetIvc, èll'guing Ltui!, whllt hapPt'!l('d at 

École PolyLechm'lut' was not an isolated evenL, and th aL iL is an ext 1'l'IlW CIUH' of 

the day-to-daJ' brutali2',ation of \"Olllen. The film fundic'lls as Il feminisl. Il'aet, 

implicating patrial'chal culture as pal'L of !JIP causE' of the ma:,H.;a,:I'p. 

The s(~eond film, CaLlwnne Fol's Au-delà. du 6 Décembrt' (1991), (,o-pl'odUCt'd 

by the National Film Board, tells the story of studenl Nathalie 1'1'0\ ost., who yelled 

at Lépme, "1 am Ilot a fCHun ist • . • " as he shot and k illpd WUIlH~n al. 1:,;L'olt:' 

Polytechnique. The fi1I11 e .... plores the ramifications of PI'OVO!-.t 's sLat.t'llIl'IIt., which 

she contmues to stand b,r, and ho", hel' life hd::; pl'ogrcssed sille,; Lh(' Il\(U:lsaCI'e. 

After Baud l'iIlanl , il cou Id 1.Jt.' argued thaL bot.h tlll'se rIlIJI~1 alollg wit h Uw 

television CO\ Cl'age the massacre l'èceived, precede the eV('nL iLsplf; thn l'vent is 

dctermined by iL. The politles, and thel'efol'C the texts, of Lhl'st' film::> ('OIlt.t'llllÎet 

each oUlel'. One i5 "fE'minist," the other "post-ferninist." This plw,<,s UI!} VlC'W()!' 

in a 4uandal'Y over whaL is "t'eal." These film:::. Lhen stand ln fOt' t lH' ('vt'nt.-­

what we know of the cvent. wc know throllgh UH:se texts, and what ... .'e know iH 

ambiguous, contradictory, and aJ'Uficial. ThIS tH patcntly 11ldicl'olJR. Whll(, thf' 

mediation of the images dlstanc('s t.he su bject frolll the f'vent, the pl'esellCI' of 

distance alant" suggests that tht>re is a diffpl'(~nce bel weun repl't'senl.ation and 

reality. If the "hypel'real" ls El viable lhf'ül'Y, then knowledgl' Itl->e1f IS ut lf~rl'y 

relativistici we wOllld aIl digest the sanie Il'l'clevant "f,lcLs" about art y ('\ l'lit. 

Sitt:ng at home and watching report& from Viet ~am, of stal'vation in Af'l'ica, and 

of the Montreal Massacre woulù be Idelltieal t.o Hw (~verd, itsell'--patent\;y Il 

falsehood. Ron BUl'nett descrlbes Baudrlliard's system of hypel','('al /ügnifk:llLÎon 

in the fol1owing manner: 

In the world of Jean Bauùl'illal'd the viewer of the film becolIlt.''> the 
screen as an effect of the sereeIl itself. The driver (Jf li etll' 

becomes the effeet of the car. Objects slgrllfy HI (H'der 1,0 

manipulate and overpower subJects. Signification Cl'eates a world 
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beyond the control of those who, 50 ta speak, bat he in its waters 
[ • • • • 1 ThE' wodd of simulation precedes the l'eal, and thus 
history, in a paradoxH.:al and undialectlcal twist, has a1ready been 
writlen. It i8 as If UH' future has overpowered the present, 
renderJn/5 ail hllman activlty, pra::':IS, mto an oven"helming and 
0PPt'(!hSlVe I>Htt'~l'n uf pl't'dict.ahility. (BurneU, 1991: xvi) 

BUlidrillard thpn, instNl.d of pla('mg lechnologlcally pl'oduced images within the 

rc~fllm of rpality, as soc'w.ll;;: and hJstol'lcally constl'ur:tpd texts, places them as the 

cj(>lerminmg (>ffpct of the "real." Slgns and texts do not intermingle with the 

real wodd; lhf'Y pl'E'cede and construct It. 

Thel'p are obviously other pl'ob1ems with thls VleW of the "real" and 

lextualily. }o'irsl of all, this theOl'Y does not acknowledge thal films such as Alter 

tJw Mordl'(·.q] MnSS8cre and Au-delà du 6 Décembre are separate fl'om the event 

i 1.1';(>1 f; I.l'y fl~ t.hey might, lhéY can not co-opt or stand in for the event, no 

mattnr w hal "readlll~" they gi vc to it. Both films engage in politics under the 

gllh-w of "P>.pllllll-\tion." On thls level, despite the painful subject mattf>r, the se 

films llrt' COPl'Clve. They lIlay recast the event, but they do not precede the 

Ilwanillg tll(' vÏ<'\\,'('r has invested in the historieal event itc;elf. Finally, 

Htwdrillard's theory does not address the imposslbility of the cmema standing in 

fOI', 01' ('\,pn adequatt>ly explaining, an historieal event such as the Montreal 

Massllcl'e; IInllkt' lhp strateglf'S attempted in films such as Alain Resnais' Nuit et 

bl'ollllldl'd (195fi), i'-1ichaf~l Rubbo's Waiting For Fidel (1975), Michelle Citron's 

11lIllght(-'I'-I?1tt~ (1978), Wim Wenders' Lightning Ovel' Watel'/Nick's MO'vie (1981), or 

l'l'wh T. Mtnh-ha'g Re:lssemblage (1982), there is no self-('onsciousness about 

lheÎl' SYS!PIIIS of repl'esentat IOn. The above films, despite theil' varied successes 

and wl>aknesses, pomt tn thE' [Jl'oblpms of textwil mediation, and to the problems 

of realist illllhlOnism as a mode! of "Imowledgt"." These points--the difficulty of 

repr('senllng hlstorJral evpnts thl'ough the cinema, and the cinema'!:) inherent 

slIbjPctinty--pomt to the t'aet that there is a real, external, mind-indepE'ndent 

\\Todd, \dn'h pscapps the cinema's repl'f'sentational systems Baudrillard sees as 

tH:'gemorllc. Haudrillard's conceptIOns of bath politics and representation are, in 

this im,tl1llc(>, far too reductionist ta be of any use. As "texts," both films are 

attempt ing to rpcast, politkizf>, and ('xplmn the Massacre; yet neither film 

pt'ect>des tlw f'\'ent through simulation. 
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Baudrillard's "strong" model of the hyperreal in rht' l~'\"ll Delllon of IlJlllg~~s 

is then indefensible on any gl'ounds, and certamly not on hls own. '1'0 emp!oy 

a notion of "logic" as a strntegic ploy is a flagrant abuse and miSlISt' of Jang\lll~(' 

and rhetorie, as the tE"rms are renderE'd ffipanmgless. His argument 18, howcvel', 

simulated; while appropriatmg the arguIlIpntallve [01'01, IL also poinls lü lht' 

absence of l'hetol'ical and logical st ructures behind iL. 

Baudrillard 's more moderate version of the hy pf'l'l'(·al. 

\\1 f' now move on t 0 

In Simulations, Baudrillard posits that wltb the advent of tpchnolo~icall:, 

reproduced imagE's, the "real," as culture hf-if> histol'lcally defined it, bt:'collles a 

nostalgic dream society can no longer recuperate. "Simulucl'um" neglttp~ 

difference and binaries-- jm,LaposiLion no longer works as fi way Lo st'pal'ule t h(' 

illusion from the '·rea!." Baudrillard argues lhat "simlilatIOn" lS diff('rent from 

the concept of "dissimulatlOn." ilS t he latter Lel'ill Imphes a bmHl'Y Hnd pl'f'Spnc~'-­

"dissimulation" is a l}Uestlon of diffel'Pl)ce. Baudrlllul'rl writes: 

To dissimulate is to feign not lo have whaL ont.' hil~. '1'0 simulaI (' is 
to feign to have whal one hasn 'L One intplie~ a pr0spnl'(', Lh!' ot hpI' 
an absence. But the maLter is more comphcat\'d, siw'() ln simulate is 
not sim ply ta feign: 'Sameone who f'eIgns an dlnf'ss can slInply go la 
bed and make believe he is ill. Someone who Slllllllatf's an dlrwf-)s 
produces ln himself some of the sympLom~~.' (!.iUrr». J'hllS fpignmg 
or dissimulating leaves the reahly pl'incÎp!p mInet: the difff'l'(>ncp if> 
always eleal', only masked; whel'E"as simlllllllon lhl'eatpns LIlt" 
difference bt'twi"en "true" and "fa1s(J", bptween "re.ll" and 
"imaginary". Since lhe simulaLol' produces "true" sympLorns, is hf' 
i1l or not? (Baudl'illal'd, 1983b: 5) 

Thus, simulatIOn partI y incol'pol'ates th .. false representation, and makes it, Ils 

own. The ineol'poration of the deceptlOn maki"s li "l'cal." Baudrillal'cl al'~UeR lhat. 

in the field of Images, Rimulation has replaced dissimulat.lOn; vel'isHnililudt> and 

mimesis are no longer of any concel'n, as images hf'1ft..> l.akE'n on Lhe role of 

reality, and vice versa. The "precession of simulacl'a" points to thE' stages the 

image in culture have go ne through. Bauddllard ffiaps il out in the fol1owin~ 

manner: 

This would be the successive phases of the image: 
--it is the reflection of a basic reality 
--it masks and perverts a basIc reality 
--it masks the absence of a basic reality 
--it bears no relation to ar.y re!11ity whatever: it i8 its own pure 

simulacrum. 
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(Baudrillard, 1983b: 11) 

Underlying Lhis shift IS a theological concern; Baudrillard equates the death of 

God wit.h the shift ft'om image as reflection to image as free-standing simulacra. 

Baudrlllllt'd's argumpnL if> that the death of God led to an intense questiomng of 

t.he fU/lcllGn t.hat images held 1Tl Western culture: If God 18 nul behmd Christian 

kons, then Chril-;;tian 81gns fl.!'e autonomous and arbitrary. This metaphysical 

approH('h tu UII' naturE' of Rignification, a metaphyslCs of absence, i8 fraught with 

pr'oblems. Lihl! Lhf' classic ~1arxi.st argument, Baudrillard argues that there is a 

dupllCity to r'('ligious Icono\5raphy's l'epresentatlOnal strategies, but unlike 

Mllt'XH..,ru, Buud t'illal'd argUl~s t hat onef' the theological IInderpinning lS st.ripped 

away, the ppoplt-' do not He€' reality clearly--instead reality falls away. Images 

are prodllced in Il panic, in an intense attempt to re-ascribe rneaning tü the 

wc.wld, but to no aval!. lt seems that by affirming the death of God, Baudrillard 

is also rnolll'ning (;od. 

Olilldrilltll'd traces the history of the change from dissimulation to 

simulation by l'itlTlg hU:;[.orlcal cases where people were afraid of the power 

images had to supplant what was considered "real." The iconoclasts are a case 

in pomt. Oaudrillard <ioes not beheve that the bibllcal basis for the iconoclast 

movement is Uw rem;on that kons were feared. He cites the traditional reading: 

"] for'und any filmlllaenlnl in the temples because the divinity that breathes life 

inlo nature cannat be represE'nted" (Baudrillard, 1983b: 7), and then argues that 

th(-> l'pal f~!IH' WHS t.hat thC' kons were aIl there was--thaL the slnlUlacrum was the 

God. I~alldl'illal'd wl'lLes: 

Thl'lI' nlg(' to destroy Images rose predsely because they sensed 
this ommpot~'ncp of slIIlulacra, this facility they have in effacing God 
frOll! ttw ('onsciouslless of men, and th€' overwhelming, destructive 
truth which thpy slIggf'st: that uItimateIy there has never been any 
(jod, t hat on 1;'1' th(' sJnllllacrum exists [ . . . J. Had they been able 
Lo bf'ljpve that Images Oilly occulLed [sic] or masked the Platonic 
ldt'Ii of God, thf'l'e would have been no l'eason to destroy them. 
(Baudl'iIJard, J9830: 8) 

Balldrillard argUt's lhal because of this revelation about the nat.ure ·Jf images, the 

iconoclasts Wf'l'e not tllf' haters of images they were purported to be. Actually, 

t.hey ulldel'stood th(' true power of the image and the simulacra. This points to 
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the true power of the simulacra, that images HI'P lht-' "!l1UI'Ùt'!'Pl'S of the l'pa'" 

(Baudrillal'd, 1983b: 10). Therc is ft slelght of halld tahinl.{ l'Illet' hel't', as 

Baudrillard's argument. l'dies on metèlphysica\ daims, Rucll Ilf-: t tH' (llon-) (,lI.lstPIh'P 

of God to substantw.te his ar~\lmt'nt. 1 am vnlhllg tl) gnUlt thllt (loti lH about ilS 

real as the simulacl'um, out lhis admission dOl's not subsLanlmtp Illludl'illlll'd's 

argument. Baudrillarù's daHu thal Gad 18 a 8ol'it'tal ('OnSll'llcl is li \ lllbl(', bllt 1101 

terribly nE'W, argument. 

Friedrich Nietzsche, OVI:"1' whom Rauùl'lllm'd \,HlI.t·t; pol't wHll~' in /'fI(' J.,\ il 

Demon of Images, pointed thi!; out long ago. III The ~\ntJ-('}H'/st, lIJipt;.~!·whl· wl'itN';: 

"If 1 understand anythmg of this gr~at bymbolisl 1 f'ht'lsl] it Ih 1 hal hp IOllk f(ll' 

realitles, fOI' 'tr1ühs', onl." innel' J'f'ahties--that hr> llndel'stood I.h,' l'psi, 

everytlung jH'l'taining ta natul'p, tllllP, sp.\('(·, I\lSf{)I'~. only ilS <;lgW .... HII ()('CIlBIOIl 

for nH::·taphol''' (Nietzsche, 18R8: If){}), Nletzschl' ... ,al-. l'ilill'ull!lg Ihl' Ipfll'ts of 

Christianity, but Baudrillard's qUl'stlOnin~ of (~od IS ('(>ntral te) his 1l1'1.{llnH·rtl,.'lS 

a moul'ning for, and l'eturn 1.0, transr~mdE'tlLal 1llf't,llphysJ('!-, Ill's al. th., wOI'I, 'f-. 

heal't. He embl'aces what Nietzsclw derid('~. llalldl'Ill.ll'd IS rl()hLdgIC fol' 1 hl' 

Christian view of the world thal :-'wtzsdl!' delphled. \l·t, IJalldt'IIlIlI'd fillds hls 

model not in C'hnstianity itsdf, but in th!"' l'phgion'~; prlll'~ IntCl t 1\1' SiIllIIIlH'l'a. 

His nostalglll. for the IJast lS a pInlng aWél;\ fol' il culLlll'al Innm'ptl<'(', [CJI' 1\ 1,11111' 

where society coulù, in an e\lstpntwl leap of faIt h, bpl!p\,(' trI lt ~ i/llll1.{p~. Thl!~ 

loss, peaking wlth the ad\'ent of the tt'chnologlC,d !'('l,,'oduction of 1 Olil.gl's , 1 hrows 

Baudrillard into an abyss of l't'pl't'spntatioflj it IS as If hl' iH (T~ Illg plaIlll ivply 

that UlP "real" is "a tale told bj an idiot, fllli of sound and flll'Y, slgnlfYlrlg 

nothing" (Shakes}learE', ."'fa.cbeth 5,5 l Hiûfi J 197·}: 13:17). 

Consumerism In the latt-'-capitahst Soclet y also fl'('ds thp fl!'(> of simulatIOn. 

The "real" il> no longer accessIble, p{lrtly bpC(1I1SP of the ~,PI'H'S of ChoICI'S wC' 

must make on a daily basis th;ü ~Jve liS the' f('ellng we ilt'P rhO()hlll~--Lhal wC' 

recognize difference. Baudrillal'd argllt's lhat Wp at'p lin\lt.1n1S OUI' "l'ltltty, as 1 hl' 

artifacts we pick from arA removed from l'palJty; ,,-p carl only makI' a !'[,/tdlJJ!! of 

the real throllgh these obJect.s, This echoes Hrp!.oT\'s vww of 1 P1llisrn, althollgh 

Baudrillard also reJects surreahsm as a subvf'rslvP nt.tfir:h on simulation. 

Baudrillard \.;riles: 

AH is presented today in a spread-out series, or a.s part of ft luw 
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of products, and this fact alone tests you ah'eady, because you are 
obliged to rnake dpcisions. '1 hil:i aPPI'oxirnate5 our general attitude 
tOWR!'(j th(~ world ul'ound Ils 1.0 that of a reading, and to a selective 
dHcif.J~wr'ing. We live less llk(, users than readers and selectors, 
t'(~ading ('(·Ils. (H,.wdrillfird, 19R~lb: 121) 

AnoUIPI' dis(,oul'se to arisl' conCl1l'J'ent ta capitalism is the literary que st for 

realism. H Haudrillal'd traces thp process of mimesis as the graduai death of 

the "rpal." As repl'f-'SclltatlOnal fOf'ms (\\TILll1g, then stage, then photography, 

the!" ci tif > III fi, tben telt.'visIOII, and t h(>n \'ldl~()) gt:'nel'ated more and more l'ealist 

imagf's, 1Il1111C',>is, and \ f't'lslmllItude, reallt,v WIlS threatf'ned and began to faU away. 

He WI'ltl'S: "[TH\!' (·olla.pf>e of l'eallty mto hyperrE'ahsm, Us] in the nllnute 

duplication of t11P l'pal, prf'fl>rlibly on Üw bams of anothcl' reproductive medium 

L •••• 1 Fr'oO! mediuIJl lo medium th€' l'eal is volatlzed [ •.. ]" (Bauch-Illard, 

19H:3b: 111). The power of the l'epl'odurti \'e medIllm is 1.0 appropnate reality and 

th€'11 giv(' lbp l'epl'esentation back Lü reality. Yet, the repl'eSentatlOn 18 no 

longt'I' of t he l'cal; it IS instead Lts repl'e8entat ional imagt". The rcal "[ . • • ] 

bf-'COlIIeH ail allt·'gol'Y of dt'IÜh, but 18 t'einforced b~' its VPl'y destructlOn; il 

l)(>('onH's t he l'pal for the l'eal, fetish of the lost olJject--no longer ohject of 

rppl'psenLat IOn, but ecslasy of degeneration and of 1tS own ritual exterminatIOn: 

the' hYP(>I'I'f'al" (1·~2). Both l'eahsfI1 and surrealism flrc Implicated withm the shift 

fl'om I.h(' t'pal to tiH' hyperreal: "Thp rhl"tol'ic of thp l'eal already meant that the 

slat liS of t ht> latter had bef!n gravely menac€'d r . . . J. Surrealism lS still 

Hohd/U'Y with thp reallSm It contests, but augments its mtenslty by setting it off 

agalllst the lOwgmary" (142). This leads inexorably to the realm of the 

hypel'l'eal, "l ... 1 a lIluch more advanced phase, ln the sense that even thlS 

eontl'fldktlon lwLwcE-'n the l'Nd and the imaginary is effaced. The unreal is no 

longt'I' that of t hf' d l'eam or of fantasy, of a beycnd or a within, it i8 that of a 

H rt is l.} pically argued that realism began with the ad vent of the :lovel, 
exemplified hy th€' works of Samuel Richardson, such as Pa.mela (1740), C]arir;;sa 
(1748), and Sir eharlt>s Gl'andlson (1754), and the work of Henry Flelding, such 
as Sha.mela (1741), Joseph Andrews (1742), and Tom Jones (1749). For 
baekground, SN' Paul Coatp!,>, The Ret'iiist Fantas:v: Fiction and Realit;v Sinee 
GlllrisSB. (London: r-tethupn, 198~~): 23-49; and Roy Armes, Pattel's of Realism 
(London: Tantlvy Press, 1971): 17-22. 
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hallucina tory resemblance of the retil wlth itsf'lf' (142), This shift is pr'ofolllldl~' 

concerned with, and developed in l'Nlponse to, thE' cldvl'nt of teehnolo.l{il'l1l1~' 

l'eproduced images. 

The fundament.al flaw in 13audl'ill:lI'd's al'~tln\t.~llt, df>spitp hls indictmt'Ilt ut' 

l'ealism and SUl'l'/2:1hsm, is his obstinate l'ehancp on texl ualit ~. Il !WPIIlS th,lt tht' 

hyperreal is the t't'alisl.. te\:t wlth <:il! UIP Hignifying l'on 'v t!ntions of flet Il HI Il li 1 ~' and 

verisimilitudp stripped dwaJ' Dlfferenc(' fad0s as the orlglflal l't'fPI'ent is 

obliterated by Ow image's po\ver. Thel'e is an aimes! biblj('1l1 Înll'Ilsit y 1,0 illlngt's 

begetting images in thlS work, 

Both textwtl Relf-ronsrlOlisness and the signification of mediatiotl Il!'t' 

obliteraLf'd b:.' Baudrilldrd 's model. Like Monty pyt.hon '8 fi Emlgl'utloll ft'olll 

Surblton ta Hnum,!ow" sketch (1972), a1l culture is l'elaLI\ i::wd by il 1:-. 

transubstantlatlOlI through tl~xtuality, l'et cultural sC'lf-consClollsl\eRS has bet'fI 

present sincf' th\-' 1930's, whell LUIS Buiiup] amlllgamaU'd 1'1 hllO~l'llphl(' 

documental'Y "',lth sUl'l'pcllism, a juxtaposItion thnl .Jarnps ('llffol'd 11111'1' 

, 45 examInes, Thp l't'suIt v,,::\s Bunup]'s film [,fI.''; /llIl'de::-: (19:l~). Th.. t'pf·;ultanl 

diHcord ~Ithin thls text is amazmg, and has bppn dt'r-;I'I'r1wd Il:'' follows: "TIl(' 

film's pl'lI1H1.ry technl<'al devicp is that of spI Ltrl~ II.I:-. Iippal1lr\~ \ r!:>lon'-i a~alll~t il 

disengagpr!, anaesthptlzpd \. oicp--o\'el' narratIon, and--lttp!'alb al 1 he' saou' lImp-­

ageinsl th!' Incongruotls acC'ornpanlllwnt, IOI1lHnLw :oPI staLply, of Brahms FUlll't.h 

Symphony" (Ruhinstf'in, 1 mtl: :3 J. The conLt'asling dlS('()UI'~('s Irl 1 h(' f!lm point. 

tn the text's at'tlflcP, but also to thp st,'uggle of thl-' HUl'lIndo<;; (!ollltilll4 U) t.h" 

destruction taking place in SPllJn, the fIlm rnakl,s II. nbvlOlls thllL rtCl'y "',Clowlpdgt·" 

the viewE'r gaIns from t he film IS llT('I,~\ .. tnt Lo 1 hl' plrght of Üll' IlldlgPflCJlIS 

people. The fIlm IR cUl mdktment of sOCIety, not ;l cry for help. Tllls !JOllrt!, ID 

the distancp between Lextuahty and reaht,\', ,Hld not to l'eaht y's uU,'1' f,t!slfll'lIlrun. 

The self-consclOusness that arÎsf's fl'om thE' type of .. ffort Hunlwl ('IH~agI'H in 

should be intertwl1\f'd with an E'rnpll'ical, realrst tlotlOn of ethnogT'aphj'. (i"'Jl'gP 

E. Marcus anri Mlchael t-1.J. Flsr:her present "hat. they call UIP "PXT){!,'imental 

moment" in ethnography as such: 

45 See Clifford, The Pl'edicament of Culture (Cambridge, MA: Harvard UP, 
1988): 117-151. 
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The task [ . . . 1 is not Lü escape the df'eply SUSplClOUS and critical 
nature of tJw Irunie' mod(~ of wt'Itmg, but to pmbracE' it and utilize 
il in ('ornbtnHtlOn wlth oUwr sLl'ategles for produClng realist 
deficriptions of socIety. The df>sirdhillty of reconcihng the 
pPI'sist/'rwp of Il'ony \\fIt h 01 tIPI' mod('s of representatlOH derlves in 
t.llJ'n from a l'I'cognil lorI t.hat becallse al! perspectlVf'S and 
l'PlJ1'phpnLationh :ue open to (l'ltICal l't'Vle\,', they must fmally be lèft 
IiH nlllltlpif· and Cl!Jf'n-endpd alU'rnatlves. (~1arcus and Fischer, 1986: 
11) 

This d(WH not lpad to Ulf> typP of l'f'latlvlsm WhlCh Baudrillal'd espouses. Instead, 

il pointh to t tll' pl'obll>ms of the c1asslC realist text, both as documentary and as 

f\cLion, ftnd aUempts Lo soh'(' th!' discursive problems of IH'esentJng the "real" 

wlthln t hl' pt hnolop'aphw tl' d ltself. '1 he amalgamation of ironie, self-reflexl've, 

self-conhclOus dlb('uUt'se with Lhp traciltlOnal ~mplrielsm of the anthropologlcal 

t'ndt'avollr enables thl' npgotlHtlOn of me-anlOg vdthin the "real" in a manner that 

Balldl'lllard flindalllt'ntally rf'.Jects. For' r>1arcus and Flscht-~r, tht> problem lS not 

Lhat l'ellhty ha!-. tH'COIIW textulll ::llmulllcra--it IS a problem of enclosmg reality 

Wlt hin th<> IlIllitatlollS of ft text. 

Wlthltl I\alldnllani's n.l'gllnwlIl, the;>I'e is a trace of the "real" left, the "l'eal" 

t.hal h(' \'phplllpllllj delllf'S, Tbe ''l'pal'' becorne the original abject of desil'ej the 

Hunullil'l'II Ih thl' fpt/sh. ThIS IE'ads t.o t.hE' some-what cont.l'adlctory nature of 

8audl'illar'd's slllfly. OrlP of the underlying problems of Baudl'lllard's theory of 

simulaI ion IH 1 h(' lad\. of hlstorielt,\'. Fol' Baudl'lllal'd, tht> "real" thaL once- eXlsted 

was aü'mpol'al, j l't ('phl~Il\f'I"illy tied Lo the pasto Tins lS a contradiction that 

CHnnot tlt-' ll'oned ,lwa,\' tJll'ough UH~ l'vocation of "parados." l'nlike Walter 

Benjmlllll, who l'HdlC'Hllj l'f'frames history, Baudrillard chooses ta ignore Il. If the 

t.hpol'Y of slllIulatlon IS acct'ptE'd, then l'llstory it.self becomes an Illusion without 

,'ools. lIalldl'lllal'rj ('/Hl nol ha\'e lt bath ways. To speak of the past in historical 

L{'!'lnh (Blludnllal'd, 198~,b: 11) and 1.0 simultanpOllSlj dpny history (1983b: 15), 

witholll a !l1ol.iL'l of tllslol'Y in place, is ObVlOl.lsly insufflClent. Like rnany of 

Haud ,'Illal'cl 's olfH't' clalm~, JI points 1,0 t.he pl'lvi1egmg of textuaht.y ove!' aIl else, 

.-Hld show S a not.icpable dlst'Pgard for thp "real," even If tht> "real" is pure 

S lin ull.llÎon. 

Thi.s 'privih'~lng of tpxtualit~ ls different from the radical scepticlsm of 

,Jacques J)plTida, who relies on Il notion of textual relativlsm derived from Martin 
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The difference hf't\\'et'n the rt'hanct' on textllaht y }..lut forth by 

Derridal, and the textual rela:'Ï\'ism of Baudl'illlll'd 1::: impor'lant.. Derrida, in spit.e 

of his epistemologicill SCéPtielsm, 8tiIJ .... ·Ol'ks '.\'ithin .... hnt. h.. wO\lld l'ail 

logocentrisIIt--thf' Hestem philosophical tl'aciltion, basf'd on th(' pl'incipleR of lo~ic 

and non-contradiction. As Christoph!"'t' Norl'Îs points 0111,: 

[D]econstl'uction if> il rigorolls atlempt 10 thIllI, th" lIlI/its of lhnt. 
pl'inciple of reason WhlCh has ~hapt'd t hl' t'rnt'I'~pnn' of Wpstt'!'U 

philosophy, sCÎencf' and techllology at llll'~(" Jt IS l'lgOI'OIiS InSOt'HI' 

as it acknowledges the rH'ed to t'flgagt' V,lt Il lhal pl'!!l<'ipk ln al! ÏlH 

effeets and (ilsclIl'sive manifeslationb. [blls. t lIt' H('II"lt y uf 
deeonstrllcLIon is strlctly Incor)('Plvllblt' nllt,>ldp tht' tl'lldlll<Hl of 
enlightened rfltlonal ct'itlque whosp cillssli' formulat IOIlH al'(' still 
found in I\&nt. {Nords. 1987: )(;2) 

Baudrillard, on the oth~1' hand, slIbsunIPH lhe tt>\t and LIli' l'l'al into tilt' 

simulacra, withoul questioning this mov(' on lhf'ol'f'tIcal, mt'taphyHII'al, 01' 

episternologlcal gl'ounds. His pl'ofound doubt Ilndel'mine1-i any daHu ht' C'Hrr mnl{p 

about the wor1d, as lo him, iL 15 all R.n IllusIOn. This sort of mind-dl'(lf'ndpnt 

theory, a retr€'at for any daim of "knowled~e," js prohlt'llIclt IC'. I\s UI<' Vill'IOU/-; 

psychological mO\'t'nwnts of the twpntipth centut'y havI' shown Il M, \'\II' l, no", much 

more about the extel'nal worlel than about our own psycholo~Î<'al pl'OC·PHSI'H. This 

l'eversion of knowledg€' (a seeptical view of thp mfttf't'lal wot'ld, /Incl nol of t ht' 

psychological one) is th€' central flaw to many of thf' nntI- n·rdist modelR. 
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Part II. From Walt Disney to Waterlifate, or, The Skeleton Dance 

The Disneyland Imagmary is neither true nor faIse; it is 
Il detel'rencp- machine set up in arder ta rejuvenate in 
reverse the fIction uf t.he l'cal . 

.JNin Baudrillard, Simulations 

For Jean Aauclrillard, one of the ultimate metaphors for America is 

Disneyland. This section t>xanltnf"S two points that are fundamental to bath 

AlludrillaJ'd's argument and ta any consideratlOn of the "real" in film: the tenets 

of realism and lhe gap between fiction, representation and thE' "l'eal." 

Baudrillard'H fascination with Disneyland is central to this analysis for two 

rE'flSons. Fit'st, Hl his model of simulat10n, Disneyland functions as t.he 11luslOnary 

sign that cOllcl'als Uw filet t hat. aIl of Amenca is wlthin the simulacraj Disneyland 

is thp "t'eal." ThIs c:oncept IS analyzed in light of Walt Disney's desire to built 

EPCOT, whwh he fell would be the epllome of future American culture, and his 

own safeguard against death, Disney's projection of America's future is 

stal'llingly slmilat' ta Baudrillard's "hyperreal" AmerlCa, and this interesting nexus 

will be considered. 

Wf' then move on to the American politieal thriller, as Baudrillard sees this 

gt'nl'e standmg ln fol' real polities; like Disneyland, the se films attempt ta cover 

up the simulatIon politics of the hyperreal. The polItieal thriller that 

"duplicates" f'\ l'nts like the assassinatlOn of John F. Kennedy, Watergate, Viet 

Nam, and Ira!1-Contt'8, become the "real" events themselves, especially since the 

"Ilct.ual" ev('uts ftr'e shrouded in mystery. 

Baudl'lllard '8 nolion that Disneyland is America in its distilled torm is a 

pl'oblematic formulation. Again, textuality stands in for the "reaI," leading to 

anothel' ''l'~>adlngtl of the "text" called America. Of Disneyland and America, 

Ralldrillard writE's: 

The objective profile of America, then, may be traced throu.'thout 
Disnf'yland. even down to the morpholo.'tY of individuals and the 
crowd. All its values arE.> exalted here, in miniature and cornic strip 
fot'Ill. F.mhalmpd and paC'ifipd. Wh!"nr.p th!" possibilitv of an 
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ideo]og'kRl analvsi" of nisn~'\"l1ind: dlQPsf nf !hl' '\I11I'l'IC'/HI \~'H\ of lifp. 
panf.'l!vrk to 1\ rnpriraT1 \'RlIIPs. iopalizl'rl 1 !'tlnSIH1Sil Ion of li 

contl'Rdktorv l'PRlltv, 1'0 bl~ S\ll't'. But this l'O!\l't'HIs snnH'1 hua! ('I~H-'. 
and that 'ideolo!:!ÎCal' hlankpl SPI'\,PS ln ('O\'f't' Il thll'If-ol'dt'l' 
simuhltlOn: Dlsnpvlélnd is thl't't> ln ('01 \('t':\1 1 ht' fHel t hat Il IS UIP 

'real' countrv. ail of 'real' Ampl'Icl1 ...... hwh is llisnt'vland, (BHudt'illlll'd. 
1983b: 24-25) 

Baudrlllard's distillation of the hptpt'o~pr}('oll'" 1\1JIt'1'I<'Hn IllndsCll!ll' inlo tht' 

homogeneous world of Disneyland agam pOints 10 hls prlvilpglllg t tH' tf>\t IIHl. 

Thpre iR a missing link in this analvsls: if D1SIH'dand SIHllds tri rOI' A 111('1')('11 1\ 

culture, ln an attempt to prpspne difft'rencp, P\/'n thou!.!;h il has dlsslpatf'd 1I11n 

the simulacl'fi, the fundamental nolion of difff't'('ncl' st.lll (''''Isis. FOI' Illlltdl'Illal'd. 

this difff'rencp itself is an Illusion. hlll orH' Ihat has El ('IIITPrH', PI'p('ls!'l\' 

becaUSt' it kf't'ps Hw notIon of n~1\1 diffpT'pTll'p altv!'. 1l1ns~lflL! Il\ PI' 1 hl' 11('11111111 v--

that therf' i..., no dlfferPIlt'E' to S!>PflK of. Tht> illu"jotlarv dd'rPI'I'Il!'!' is 1101 ont' of 

profound sigmficatIon, bul of infantIllsm and naIV(' 1~1l()l·!HII·I. H,lIIdl'llllIl'd WI'llps: 

[ •. , Tlhe dpbihly, the mfanl!l(> degpnp''.-tllon of 1 l'liS IllIa~lnl\l'y. It 
if> meant to bE' an lnfanttlp world, 111 nl'dpl' 10 Illakl' liS tll'lIl'\ {' 1 hl' 
adultR are "'}sewhe!'E'. in Ihe "rt-a]" world. Ilnd f(l ('oll('l'al tlH' fncl 
that rt'al C'hildishnf'ss 11' eVPI'v\vhpl'P. partindlll'Iv IlI1l()tl~sl Ihol-H' 

adults who ~o lhere to ad 1 hf' chlld in or(h>!' 10 fo...,!f'I' Iil1lHIOrlH aH 

to tht-'Ir real childlshrlPss. (Baudnllard, l!lH:lh: 2fi-Lfi) 

Disnevland creates a spaee of othernpss that stands ln 1'01' an ImalZinal'V 

childhood whkh n~vel' eXlsted. The utopian asppc! of thÎ<: Ît.; 1'1PHr. Di<wf'vlnnd 

becomes the idt>ali7,pd world of ('hildhond na'lvptr. thp Gat'(kn of Ed,'n 1'('('I'('lllpd 

and rediscovered for the adult. Thf'rp 18 ,'t cprlfiin l "lIth I() 1 hl' 1 hl'()I'V t hlil 

Disnevland fllne'tions as A rhilrlhood mvth. hlll thf~ FlI'\!IIHl(',lI f:tllf'I· ... whprl 

Baudrillard posits that. thp lllusionarv diffp1'pnrp 1 hal J)\!~npvIHnd ('t'I'IIII'H mllRks 

its simulation of the real wor-lrl. 

conservative and fundamf'nt.allv rpA.ctinnlll'v Idpc)lr)(!v thn! is fllllnlPHHPntiallv 

Amerirfln. Ypt if it fllnrh"nc; ln thl" mRnnpt' thpn !hllt rli~t;HH'PS il from soeÏ!>lv. 

not on an ilIusÎonarv lf'vPl. hut in rJUltp A llIatpt'lHI 1lI1Wrlf'I', Th" fael t.hllt 

Disnevland is an American illusion. but one that dOPR not stand in for America 

can be seen in Disnev's desire to huild the hvpprr'pal l'It.V. Il df'slrf'> which 

ultimatelv failed, Disnev's plans for Disney World in Orlando. the pJ'('cursor t,n 

EPCOT. cClntamed the IIltimatp in hVPPl'rpalitv. Th\' dpsrrintjon of nlfHlPV Wor'ld 
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in Disney's blography, Thp Real "-'alt Disney, points to this: 

IO]ne of thE" featurp.s Walt had partirularly wanted for Disney World 
was a rf'al jungle, not one of lhe kind vou have in Florida, not even 
like lhe Jungles of Africa and South America. where the same old 
plant.s kef'P repeating t.hemsplves for mile after mile. HI" wanted a 
rf'Rlly drarnalic iun~l(" full of sensational plants r . • . l from 
Aust.ralia. Africa and Asia. a11 telescoped into a few hundred yards 
and giving morf> of an exotic Jltngle vision that you'd get in the real 
location wilhout trav('lling hundreds and hundreds of miles. (Mosley, 
1985: 272) 

Disney's model of EPr:OT, to bE" built adjacent to Walt Disney World. also pro.iected 

li hYPf>rreal futurp, but here he went to a much further extent. With EPCOT, 

Disnf>y want.ed to reconstruct the America of old throu~h the use of new 

technology: 

EPCOT would be a metropolis which would control its own climate, 
r'ecycle itR own waRte, feed, preserve and nurlure its citizens and 
do so in conditIOns From which disease, hunger and nagging want 
would be (>limmatf>d forever. It would be his masterpiece, the 
culminatIOn of his thtnkmg. It would demonstrate that If people 
would only lear'n From this example how to live properly in an 
enlighter1f'd llnd sanitized environment, they would be able to cheat 
not Just war and dispase but daath as well, and enjoy, life, health 
and happinps5 everlasting. (Mosley, 1985: 6) 

Disney was pursllHlg ulopla, but one that was pecullarly American. The vision 

that through capital and technological progression, anything could be overcome-­

much like Disney's animated films strlving for realism in the face of 

represenlation, and Disneyland embodying conservative American values and the 

pioneering spirit--EPCOT was ta prove that American know-how could pull the 

U.S.A. out of its decline and restore to its former glory, solving 8011 of the 

world's problems: 

He had, for examp!f', forecast not simply the longevity for EPCOT's 
citizen 's, but maybe even ever-lasting life for those born and raised 
in the city of the felture's germ-free environment. It had even been 
pl'edicted that lhere could be a second chance at life--a resurrectlOn 
from the dead, no less-·-for those who succumbed before the 
processes fol' the achievement of mortality have been perfected. 
Providing t.heir bodies had been preserved, that is. Did Wall really 
believe there was somelhing ta it? Could dead people be brought 
baek to life again? (Mosley, 1985: 7-8) 
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From Walt Disney To Watergate 

This, of course, was not about to hapPt'n. rhat IlHHlf'y eVN\ belif'vNi in i\.s 

possibility is qUlte dt'balablt'. what is lIuportanl IS that tlw plan wns ('''t'I\ 

conceived of ll1 the fll'st plan'. "aIt DIRrwy's EPCO'I and ,jt>an Baudl'illnl'd's 

"hyperrt~al" Amt'rIca are both atteml'ts to mllkt' SPTlSt' of tl l'apldly Charlj,{lll).{ 

world, whel'P tht~ \'nllleS t hat oncE' sl'ellll'd so tngl'aÎm,d tlO\,' qllll'kl,\ l'ail 11\\'11,\. 

This is wh~' lt IS Inten'stiTl~ that as th" l'cH' ArJlt-'l'IL'iHUl dlssol\'pd, ()ISIH')' "Illllt'd 

to bllild the '\JllPl'IC!1 ~)f the futul'p--a utoplan \\'ol'ld \\'It.h dan~{'ro\lf>I)' f.\1->('lsl 

undl'rtonL'!:i. At Uw ~.,a!lle Unit', whrlp Haudl'lllani's mfltu'lH'P III Pans \~a~, IlmiL'd, 

he waR a phl'nonwnoJl In North \mel'1t'an Cl'ltlCal cÎlcles, b('(~ollJillg AIIlPI'i,'a's .)('l'I'Y 

Lewis--a pl'ofoundly l'ldtlll'l-li phellomena. ThIS 18 st't'n Hl th/' appropl'ldtlIJlI of hls 

theol'Ies in mass rll:-ll'kpt pu hllCatlOns as ctlYt'l'Sf' as fhe (;Joh/' and Mm/, Tht' Nt~k' 

York TilT/eS, and l'he l'JI/age \'O/Cf'. He'iu;.. \ f'l'H10nS of hl~ 1 hpClI'It'S appr':Lt'('d III 

aIl these papen;, d8 mass culture aUPlllpted 1,0 p'q>Jain t hl' pOl'ltllll'lt) of 

postmodermsllI, as bol h a l'l'It Icul dlSCOllI'SP and ail :lI'chIL(" ~ Il l'al .1111\ lu'sl !wl il' 

stl'ategy. 

underneath the death and decFlY, fol' Ihosf' who know how to look. l'IIIS IlSSPl'tlOrt 

can be analyzed agéllllst fdm" whir'h addl'ess UI!' dlf>sol\ Itlg J'a, ,\mt'I'U"'tll.'l--1 hat 

concurrently blur fICtIOn, do<,unJpnta.I'Y, .. lnd I·paltsm. ln doillg Su, Ihpsp films 

attempt to address, and in ~,ome casf''' l'P-\\'!'Itt>, Ihrollgh uoth lllslo!'} Ilnd ('HU'llIH, 

the "reaI" AmerICA.. 

ln 8audrlllard '8 model of sllllulatlon, n1pdi<t and polit ICS bpC'Ofi\(' 1 hp Silllll'. 

Both are illusions of knowlpdgt> and power. Tlw Illt 1 III a I.f> amalgamaI Ion of t hps(' 

areas was thp Watel'gatp scanda\. 

Disneyland, is an Illusion. The scanda] of \.ja!pl'gatp cove!'h IIp ttw filet. that 

scandaI IS tlte evpryday way of lif(>-- hy ItighlighLillg \~atel'gat(', Oll!' dl'f'lp('t S 1 hl' 

scandaI of eVE'l'yday existpnce. Ali sysl(>m~ of powet' flll1('LlOn ln thp RIl.II\(' 

manne!': "id~ntical filf"thods are emplojed by the l.I.A. and th/' hm,}IlI/J.{loli !>os/, 

jOllrnahsts" (Buuùrillard, 1983b: 27). Tbls samp, cold l'plat IVISlII IS at work 111 t.hf' 

fictional reconstructIOn of the Watergate "St andal," 8atldrillard d('~,)('rdJPb th!' 

death of CInema in the followmg way: "} am thmking tll'j'(' of t.h01:if' ('xucl., 

scrupulous set-pieces such as [ • ] All Thf PresuJf'fI t '8 Mt'rI, 1 he Vf~l'y 

perfection of \\'1" Ich is disturbing. It is as if \oJP were deahng wlth perfed 
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t'f'lJIakes, with extraordinary montages which belong more to a combinatory 

Pl'OC('SH [ J wlth large photo, kIno, or historio-synthetic machines, rather 

than real films" (BaudrilllH'd, 1987: 30-31). Ypt, "old" Hollywood was concerned 

wlt.h leliJng Il St.Ol y. A11 Tht-' Pre,<;uJent's Men wab not even li "docudrama," but 

fi fict.ion film t.t>llhl~ about fi l'pal pVf~rlt. Thr()u~hout t.he film, the Inws are 

clearly drftwn. W~wn BaudrîlJard cl<:ums that the film 18 a perfect l'f>CreatlOn and 

simulation, ht' IS Wl'onl,{. The film f01l0w8 ('melllatlc conventions of nal'I'ativp 

~tr'u('tIU'f'; Holwl'l Hedfol'd und Dust.1n Hoffman are Idealized in thelr l'ales as Bob 

W<xHiward Ilnd Cali Bp/'r1stt'lTl; and aIl the (,onlplex, Gordian knots of the w'atl:'l'ga(p 

scalldal il!'\-' Il'orwd Ollt III ft long, but straightforward narratlVP. "Dpep Throat" 

(Hal Holbrook) t.1('S tht' lwhlC1d-tJlp-scew-' story togpther with his information. It 

is c1Pflr' thllt t hrollgh cÎrwlllHtk f'Onden8ation and the t ying up of loose strands, 

th" film n8n'atlvIZPS lllstof'Ïcfll events. This is strikingly dlfferent from the 

rllndolllneSH of l'eul wol'ld evpnts. lt could be arglled th(' viewer is aware that 

t his is a simlllat.Ni v lew of the l'eal event, that tells the t ruth and l'5ives thp 

facts about Watf'l'gatp. IL can also be arglled thal All The PreSIdent '8 Men arrise 

in t lw contt'xt of UH' images of 1'iixon denying involvement and then resignÎl gj 

thiH film <laps providt' an lmagislic prehist.ory ta the images on the n1ghtly new~. 

Yl~:, thi~ IS Il long wa,Y fmlll t.he slmulated imageR t,hf>1JI8elves producmg' watergate 

as un f'fft'ct of thE' simlilacra. ThE' C'onventlOns of narrative cmerna dlstlnguish 

t.his st(')l'~ from t.hp "l't'al." This type of hf'rmetJC nal"ration is not true of the 

films of so-ca]1..,d "Nf>w Holly .... ·ood," as can br> seen in OlIver Stone's film JFK.. 

If t his film hilS a 1II0t 1.0, Il could easil~ be: 

1 shouLf'd out "Who killed the Kennedy's?" 
When, aftel" ail, It was you and me. 

"Sympathy For The Devil," The RollIng Stones (1968) 

The bllll' between l'epl'esentatlOn and l'eallty cornes to the forefront ln this film, 

as il. comblrlt,'s t.hp narratIve asppct.s of Hollywood cinema, that can easily 

"explain" 01" codlfy ambiguous, elhereal events, \\'ith documentary footage. In 

doing S0, ,!FK. rt>contell.tualiz€'s documentary images into the narratIve tradition 

of Hollywood. StotH"S film activates Eisenstem's principle of intellectual montage 

In fi bi;;,ar'rf' manflf't'. The juxtaposition of the doeumentary and fiction footage 
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has a two-·fold effectj the fic lionlll imagps ure given C l'edE'ne!' throllgh the 

"reality" of the documenlarr imagf'~ and the "ldt~as" t IH' dOClllllentlll'Y lIIlH.Ii{l-'S 

l'aise are conte)o.tllalized by tbe fictlOntll Image. Thf' f'ffect of UliS JU ü1\pmnt ion 

evokes Baudrillat'd 's daims about power in Ampl'Îl'a, WhlCh pchops Storw's 

conspiracy theory. Baudl'illard wrlles: 

Power can stage Its own ntUl'df'l' to l'pdisco\'<'l' a ghmmt'l' ('lf 1~'lst('nct' 
and legitimacy. Thus with the Amerkan pI'psld("nt s: Uw I\t'nnpdy's 
are murdered because they st III havl~ a pol1liclll dimension. nt hl'I's-­
Johnson, Nixon, FOl'd--only had a right to pupppt atlplllptH, ta 
simulated murders. (.Jean Blludl'lllard, 1 ~1HJb: 3Î) 

JFK tell::; the story of New Orlf'ans Dlstl'lct Attol'lH'y .JIIll GalThwn's at.!<'OIpt to 

prove thal the Kennedy lIlul'df'l' was cl. conspll'ac y • .Jb lt IH a fascinaI mg film, 

especially in light of the problf'H1s pl'esl>ntt>d b.} BaudnllHl'd. Whil" ill th .. 

previoùs sectIon, it was dernonstl':l.ted th aL Haudrillal'd's thpol'Y of Ami'I'icli 

becoming simulacra tht'ough the slll\\lla('ra of Disneyland WIlS hoppll'sHly 

problernatic, UllS film provldr-s us with li nt'w ~I>ollnd to tP!'lt hls th('ol'Y. 

Kennpdy's 1lI1irder pOInts 10 the pl'oblem of Hp{'akl/l~ abOlit t 1'1(' histol'lCll1 

and the "real" ln the sanH' breath; the truth Wf-> havi' Îs that Kf>nllPdy WItH shot., 

after that the fjeld of speclllatlOll opens, Th!' affinai reporl mad" by t tH' LI.S. 

government--t.he WatTen COn1n1u,sion Repol'l--is dl:'PlIll'd IlldIC)'OIlH by almosl 

ever'yone, Even a {T,S. governrnent report on éiHsa::;slnallOIlS From 19ï!} SllIlf's Lhllt 

Kennedy's rnurdf'1' was a probabh> cOTlspirac). (f'1aiIPt" IB82: 127). As so rtIw'h 

contradiclion and flmblgult~' surrollnd Kentll'dy's mur'dpr, SlOlll' IS givl'n the> 

perfect. chance lo restrucllll'p th(' past. lo fit hls conspll"H'y-nal'!'al.l\'(!, and in 

doing SO, ta rewrite ['ecl'nl '\mt'rll'l1n hlslol'). 

Stone cCJ/llbtnps dOCllmentar'y texts '.\<Ilh hlS flctiollulil-\ed nlU'I'll!.ivp. 

Somehow, hf' acqturpd the phot(.)gl'Ilph~ lakpt! al. Kprlnf'ùy'~ /:llllopHY, Hllppo,-;pdly 

locked away until 2029. Ile also lncludes parls of Abraham Zaprudpr's 22-sp(:ond, 

8mm colour film of Kennüdy's /:lbsassinalJ<HI. Stone's tf'Chrllqlw, which IIlIXPH if! 

restaged black and whitp shots, sepla-coloured film (suPPo:';f'dly lo dlHt.inguish 

facts from speculation), l elevislOn foolage of the period, and tr'ilditionai Hollywood 

46 See Jim Garrison, On the Trail of the Assassins (New York: Warnel' Books, 
1988). 
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narratIve, places thp Vlewer in a bind. Y(-'!t, not even the documentary images 

al'~ p/'f-~senLf'd in their original l'orm, as St.one aestheticizes the Zapl'uder film 

through optIc;al pl'lnting. HIs reenrl.ctnlt-'nt.s are uncanny, espeelally the television 

fooLagr> whe!'!' ,Jack Ruby kil!:: j et" Harvey Oswald. At other tlmes, he intercuts 

nid !.plt·VIHIO[\ foola.l512 wllh ::-ho!.s ~)f act.ors playing the characters T.V. anchors 

ar'l' Huppmwdly Hpellkin~ abOlit. Stone caUs this the "Rashomon effeet," after 

Akira Kurosawa'n film Hélshomon (1950). 

rn KUl'o:;;awa's film, the 8ame story is continuously retold from the point of 

VIPW of riIffel'ellt character~; in "FK, the effeet is used to rewrite history 

a(~eOrdlBg 1.0 StOIW':-. vel'Slon of lhe event.s. As therp 18 not a verifiable story 

to compal'(' t hl! film against (hf' even rewrites Garnson's aceount), Stone is able 

to wd!./' Iw:; :;;pN,tllal.!ve "sl'cret hlstory" and make It, stand as a hislorical 

document. Th(' pl'en(!ncl' of "hig name" act.ors dissuades a reading that reinslates 

tilt' bOllndal'll's ~JeLw('('n fwt Ion and realilYi stan.~ al't~ witling to endorse Stone's 

[ll'oduct. WILh all t hf' "Rta!''' Call1('OS (Ed Asner, Donald Sutherland, Sissy Spacek, 

.John Candy, and Jw k LI':nmon), thp viewer can be left with the feehng that the se 

rolps arl' "J't'Hlit y" l>ndorsf'ments, nol flctional constructs. 

Th('l'(' 18 obviously a l'eal story, a truth, somewhere, but there 15 no 

"history"; 110 cultunllly sanctlOned narrallve. The only pxisting story has been 

dis<.'I'{·(i1tt:'d. This film attempls to reconslruct history, to creale a new cultural 

myth In thr: ashe:;; of' tJlt" old one. Ston("s film, HI a very real sense, rewrites 

rt'c(>nt Aml'I'kall hlstOI'J by tellIng the "stOl'Y" of the Kennedy's assassination in 

a WHy thal wIll pl'obabl J stand in fot, the "offIcIa,1 truth" in lIlfiSS eonsciousness. 

As NOl'man ~lnlkl' pomtH out: "1 .•. J Stone's mythic prp8t:'ntatlOn of the murder 

1 11::\ going lo bp accepted as fact by a new 

gent>l'lll1on of 1110 V H'gOt'I'H. One can only shrug. Several generatiùns have already 

gl'own up "Ilh tilt' mind-stulttfymg myth of the lone assassm" (Mailer, 1992: 171). 

Stonf' hllll~t>lf Wl'Ïtl'H: 

ITlht· h'nrrell Comnl1SsJOll Report lis] madequate as a rE'cord of facts, 
[but] was a stullnmg success as a mythical document.. [ ..• ] Still 
gl'lt'VIrlg OVPI' thE' loss of the presldent, people wanted to accept its 
Root hing conclusions, regardless of whether these conclusions were 
true, becuuse tht:,~, wanted to beheve that the death of a president 
was a tragic <il'cident, like a cal' wreck or a boIt of lightning. 
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(Stone, 1992: 72) 

In that sense, the film is "hyperreal," as it takes a set of arbitral'Y histol'ical 

signs and injects them into constructed context; a context bacl\E'd by wit.h thE' 

use of "documentary" artifacts. Because of the lack of faet.s, on(' dnt's ilOt. havt' 

to believe Stone's reconstruction of l'ealiLy in arder ta helieve that thü attp.mpt. 

to restructure has a historieal validity. Stone Wl'Ites thal.: 

In the end, the importance or an }l1sLo!'icHl <'pisod(' is not just ils 
factual content but its pmotional and (:'t.hlcal impact ,li:, well l .... 
The] process of evaluatlon, whcn undet'Laken by Il whol(~ soci('ty, 
eventually l(~ads ta tht' cl'pation of il cultural myt.h [ •••. M JythH 
ha\te always expressed the tl'lW innpl' Ill(\unmg of huruan ev('nLs. 
Myths are dynamic. Th!'J' l'(-'inh>r])t'pi hlHtory in order 1.0 crea!.!' 
lasting, universal trllths 1 • , • • 1 Frum nl'ifflLh to Kubl'Ïl:I\, 
moviemakers have oper'atpd on U}(:' prinelpll' th."!t UH-! d"tllllat.i<: fOl'ce 
of a story transcends t hp 'facts'. (Stone, 1 H92: 74) 

One can believe in the eonspil'acy without believing in Stolle 01' (;al'risou, and Cèln 

use the film ta substantlate these beliefs. If the v iewer thinks tht> official stOI'Y 

is a lie, then there should be no problt'Ill creatiug Il new, alLt!l'nllIIVP "histol"Y." 

Mailer pu ts it more bluntly than Stone when he states that "[a]1. times, bullshJt 

can only be countered by superlor hullshlt" (Mailer, 1992: 171). 

JFA., hke most of Stone's films, is also about power and impotence. All of 

Stone's films ntLempt to addl'f'ss a very male concel'n abOlit power' Hnd its 

distribution. Tins is also true of the two films he s('l'ipted befol'e becornillg a 

director: John ~Iilius' COllall the Béll'bal'Ïfm (1982) and Brian DePalllla's 8cllrfllcf' 

(1983). 8audnllal'd's analysis of political power ln the "hYP<"l'l'f!al" Rcems an apt 

description of the seareh Lak lllg pll:l.ct· in Stone'" film: 

Power, tao, for some Lime now produc('s nothwg but slgns of it.s 
resemblance. Anù ~t the same Lime, anolher figure of power comns 
into play: th,t\. of il collective demand for signa of power--a holy 
union which forms arollnd the (i!sappearance of power. Evel'ybody 
belongs to it more Ol' less in fear of the collapse of the politicl1l. 
(Baudrillal'd, 19K1b: 45) 

This seare h for diffuse and ethel'eal power lS l-\ central part of Slone's film. 

Kennedy consplracy theories attempt to answer questions about t.he Anwrkan 

politieal system, but the system seems so large and sa pow(!rfu) thllt 

responsibility is not easily assigned ta one persan. Indeed, by indicting 
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ev~ryone, Stone mak(~R Uw film se(Jm morE' believable. Stone writes: "The 

assassination was Anwl'Ica's fll'st coup d'état, and lt worked. lt worked because 

we npver k rww It happpnpd" (Strme, 199~: 72). 

This i.~ why JF'K c;an f'unetion as the h~ pcrreal sixties text that Stone had 

bepn atL(!mpLltlg to makI' wlth Phl.Loof! (19H6), Born on the Fourth of JlIly (1990), 

and The Duor." (l!m 1 J. ln t hes!' films, SLonl' was attemptmg ta rewnLt' history 

by t.uJ'nin~ Hocio--polltical issue:::., Ruch as Vwl. Nam or tht· "hippie" mo\"ement, into 

ind ividuaIH~t., bOl! rg(!OII-i !Jhel'al concerns. Ihstory bpcomes part of thp character's 

lifp wU'l'al 1 v!': VIPt Nam tH'cornes a eonllng-of-age st.Ol'y in Pla tOOfl j Il 1['; an angry 

ve\,("'Hn'f~ ~t ,'ugg!p wlth jJaralysis and impotenr:y in Born on The Fourth of July. 

Thp hiGlol'Jcal fllilingl-i of t.llesp films becomes readily apparent, as the vif~wer can 

l'(~adily c'ornpal'P U\P C1TlPillatic text with the historical f->vent under reconstructlOn. 

ln Lh{'>FW films, Slortp attempt& to ,'(JcapLut'e the SpIrit of t.he 1960'8, to rppresent 

th(' timt' ln a wa,\ that would make il. CUITent. Instead, rewrites the period 

badly. Th!, topie~ of Uwsc> films do not hold the ettwreal position in the 

eollt'ctlv!' AmerlCIU\ OIlnci that the death of John F. Kpnnedy does. Whilp Viet Nam 

still IH an f'llIotionally chargt'd tapie in the States, therp was a public debate 

about why t hf! w;n' took place, alld what Il meant to the country. This is not 

trlH' of Kennt:dy's assassinaLion; the "official slory" was 4lllckly accepted by the 

left Hud l'Igbt. alihp. 

"FA i .... fi plaintIve wall, queslIoning those in charge--once Gar'rlson and 

St.OJW tHdipv!~ that the power to mu l'der John F. Kennedy is in place, it stands 

tü ,'eason t hat. SOIllPOtlt>, or somethtng, must b ... l'esponsibie. Il no longer mlitters 

t l'lat 1 ht' public ('an not know who did It; the awareness thal there was someone 

dSf>, 1\ st'l'ond 8hoot(.>,', 18 t~tI()llgh. Ai'-) MaIler point:;, out, "[t],) the degree thal the 

mUI'del' of .1.F.K. WHS a consJ.!Ït'acy, so one could assume that the most salient 

ev Id('nc(' and t hl' most Inconvpnlt:'nl witness had been removed long ago" (Haller, 

199G: 127). 

Stone':;, film, unlike thtc" othel' ones addressed in th1s chapter, does work 

as Cl simulation of histo!'y, but that is only becRuse the "l'eal" h1stary does not 

pxist; at the Vt'l'y least, il. is unknown.ble. In JFK, Images do beget images; more 

pl'L'cisel~', thf' fictional imagf's lwget the context of Zapruder's film. The formaI 
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structurE' of the film leads the viewet' lo beltl'\ l' thal Uw l.11pl'lId p r foolagt' 

explains Garl'Îson's Lheon; that lIw l'ilwmallt' 11\l[1I6t' ldl:-; 1IH' ll'Ilth. )'(>t, SloIH', 

who 18 80 sclf-('onsllolls about the artif'kl' and COllbtt'lH'Llon Llkmg plw .. 't' III oLl\t'I' 

people'r:; do~uments (tbe \t;a.l'l'en l'epot't, thl~ J,1ft! photo of Uswald), dOl'S not 

address the inhel'prlt constl'uctIOn of his Owll \\01'1" and 110\\' hl~ 0\\'1\ fOl'lIIal 

stl'ategjC's an' what giv,' tht' docunlt!utal':> image;., ill the fdm t ht'I!' IlII'HIIIII~. III 

the end, ZaprUdel"8 fllm can tH' us('d to jusLlfy t'It.hel' \\Ill'l'l'tl 's nI' l;ill'l'IHClll'S 

versions of histon; thi!:, pl'oblt~1U is Ilot addl'essed. 

Stone'h Ube of documentar) füotagt- l.'teks Lhcst' dallll!-. IIp. Ihll'lllllt'ntHI'.\ 

footage l'ecotltpÀtllallz,~;., the fl,-tiona] tl~hl and mal,c:-.. il S('l'lIl "l't'tll." li. is mw'h 

like the documental') dt'b;ü,' lh.-I.I opens t-Ikh('langf!j() '\rllo/Jwlll'H /..<thl'isku' [)<JIIII 

(19ï(J)i Stone dPPl'oj)l'iath; Ull' fo rI Il , bill. Its flllWI ion in 1IH' fillll dcws JluL It'/lI! to 

a gl eatcl' uuJel'stancling of 1 llt~ 11.1tlll't' of illléU~I'S, Fol' aU StorH"s. ('ut'lIIal pl'l) mg, 

there b 1\0 sdf-cOlISC10\\Snl's::> 1.0 his u~e uf ducllntenLal'~ fooLl1AI', \llIlIkt, \.hat. il:> 

îound HI fdm~ dg di\cl'SI' as Union Wclh·'s' F Fol' "' .. 11,(' (1~Jï3), ('hll!:> f\1.L1'J\l'I":-' SdtJ.'..; 

Soleil (1982), KIm 'Wf:'ndt~lb' Lùj}l!-Jl1I1g ()\el' hatL'I'/Sl<'/,'s MO\'II' (JI' 1\'t('I' Ill'uoJ..'f; 

Tell Me LIes (19G8). Tell Me l.lvs lS li glJod e",alllp!p of a l'ilm that S,'lf'-('Ci/J!:>CIUIISJ,\ 

questions its 1 eCollte:\.tlll111z~ltlon ùf dOètl,menlal',)' Imagt'S. 

Brooh realizes th<tl HI pl'odllt'lng !Ilot',' llllagps, hr> i:-. lI11plll'at t'd \\ Il bill Uw s,'v:-.Lt'Ill 

of l'epl'es(·r..latlOn he Cl'iticIZf'S. Petl'rOhhll lll,lhes 1 hl' folJowmg ObSPI'\lltlOri (bollt. 

Tell Me Lies, d. film .... lllch stdrHis 111 sLd.l'k contrasl Ic) SIOfll"S \I!:>(' of dl)('llIIIPnLar'y 

footage, dS this film is p/'ofou~dl~ cO/lcenll'd wllh thf' illlplJ(',illf)n~ of t('xLIHtI 

mediatlOn: 

[ ••• J Tell Ne l.ies l ... 1 dislru:'lLs il ~l'lf to t li!' nth d('gl'(!t'. J'hl> 
Litle seems lo refel' t.o Hw confllctmg ('l.llms Olt tJlf' IlIdl\'I(hld.1 mad" 
by the rwed for lruth and the slIlIulLaneOll& fH'cd fuI' \, IC LI)J'y III il 

just cause (which must JU::5tify !Ïf~s lo obL:lIrt lh~: end 1 ('sult dpsl/'f'd). 
Throughoul the film two Ch:ll'(iclf't'& h('(!l' bllll'lnf-\ al, UlI' 1lI1dll'1l(" as 
If it ",'ere the film }Jl'ojl'cl('d ù,nd won<h'l'Ing If thw lb :t l-;('flll­

documentary fiction film Ol' IL sel\\I-fi('l,lonal do( IlIJ)('ntal'Y. 

Surroundmg these l'enllnde]'s is a Wldf! l'fl.n~(' of SîdU~, ml.l'l'\ 1(''''::5, 
sangs, debaLes, and document:lI'Y S~!li1H:rtce:-., ,dl ,1I'gIIJrI~ t be 
necessity of Laking clet Ion. l ... ) Tell Me /.jO.3 fmd <-; IU';t'lf I:aught 
in the tl'a.p betwepn on the one h:tnd 1 Lb (on v l( tlon (JI' 1 he 
destructive distortions of aU ~ommuHicalions medw, atld Oll lhe OLlIE't', 

the necessity to act and 1,0 use ÙlstOl'tJvl! t(!chniqlll'~ tü understJuld 
this need for action. (Ohlin, 1979: 114) 
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Brool<'s film, in ils UH(~ of documenta!'y f{JoLdge (lhE: monk's self-immoldtIon), 

t'('stagùd fooLag(J ('l.1orrison's sUicide at lhf' P(~lltagoll) sta1Jed foovtge (the sangs 

Ilnd Hhltb), and footag'e thal blUt's Ua' )mes (the lntel'\tev.s will! StokelJ 

Carllll!:hap) lind the Bdt IHh M, l', 's) problpmat.IZ(>s th0 l'clalionship tJPtween mass 

('olllmunklltioll and po!Jt.lea) ktlowh'dg\! of \ h(~ l'l'al v.odd. The film pOlllLf> out that 

~101'e 

world. 1 hl' l'" t Ilr,~ of Ulf' 0.dJlalllll·d boy whlch Opt.:l1~ and closes the film is a 

good 1',\llIllpJ\', Olle (hal'adl'l' :i!-.h.s ,1110lh(>1' "Ho .... l()ng couJJ ;jOU louk dt Uns 

pwtu 1 (',,'" and "l!tH\' Jung COll Id ~ ou look at tlle child If hl~ \-\'dS ln the room?" 

Thit·) potralt-> Lu th,· flI"UILlt,iufI bplv.e('fl J't:p)'t~senLatlOnaJ Îmflg'~'s and tflt' "!t'al," bllt 

nol IfJ 1 lu ''l'f'aJ'!-.'' ubill end lOti, On 1I11' ot hel' h.illd, Irl Jf.'E, Stone tdkes a11 the 

dO('lIllll'tll.lll'.~ Illlagl'i-. t 0 tH' ,lC( 1IIIllt' .llid U IlllwdwLl'd, dnd 1lSPS thPnI tu wvest his 

uwu, fïc!.lUtl,t1 Irllill!,t'<-' WILl! the powl'r' of thp ''l'pI·d.'' fbls ,ll'lses From his pl'ofound 

illHbilll:-, Lt) (11lt! v.'h,d. hl' \"nuld t'.lll "trllth," anù tllS ~\lbse<'ll)('nt l'pliance on 

ÎllIag('b tu pl"J\'P 1111-> point. "'hIll' hl' !Jolnts ta the fael t hat Osv.dld 's pictlll'C on 

UII' ('0\ \'1' (,f l,1ft' could bp Il fake--lhat the Image fllliJ' not l't'presPllt tilt' ''l'cal"--

hls IlIl.lg('!-. ,U'\' llP" ('1' plll IICldt~l' Lhis sort. of SCI'UtlII J • Tht,l'f' IS IlO critical 

élW:'ll'l'IH''-i1:; ilS 10 Llw Îlllliges Ill' IS 1'1'0dllC'wg. His utler FaIth in his own images 

lS a bizal'!'(' .1I.h'mpl 1.0 rl'-a~l:l'lb(' power wilhm the Anwrican system. Baudrillard 

wJ'Ît.l's: 

••. 1 ln U\(, end the game of powel' cames down ta nolhing morE.' 
than !.tH' ('1'il u':.tl ObS(~SSlOn with POWCl'--an obsessiol! with iLs death, 
an obst'ssion \\"Ïth ils 5urvival, thE' gl'eater thl' more il. disappeal's. 
Whpll il. has totally dl sapI.Jl'ared , logically we v.ill oe under the total 
Rpell of jl(lh<:r--a hauntini5 mPlllory all'eady fOl'eF,heldowed 
l'\'('I',\ wht'I'(J, malllfc!-.llng al. UflP ltl the saOle time the compulsion to 
gpt l'Id of Il r . , . J and the apPl'ehl"nslvP pining over Il 8 10S8. 
(I\alldl'lIl.U'ù, lmUb: 45) 

JFh l't'flt'\,! s LIli' \ it'W of the mf'ùÎ.:l Bnuùl'illard POSltS. This in no way valorizes 

Balldl'il!iu'd'R \)wory of the hyperl'eal--the film buys into these theories, but 

lhel'P is no !Sign thaL Uw film works ll1 culture in the manner Balldl'illard 

espouses. Instead, largue that both Stone and Baudrillard are oosessed with 

1 h€' Sa me facels of American latf'-capitalislll and the demise of Pax Amel'Îcalla. 
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* * * 
Where does Baudrillard leave us \li lel'ms of LlIt: "l'cal"',) \~ilh Bnudrillm'd'H 

model, there is no wa;v lhe YÏt'wt'l' could bC'lil'\'e thal son\t' images withtn th(' 

cinema stnhe one fi:::' "t'enl," us l'eltlit~ itself has tH'en HlIln,UflIt'd by t hl' 

pl'olifel'ating images. The pl'oblem will! Raud rill,tl'd'8 mode! uf t ht' /'l'!nLloIIsllljl 

between images and l'eality is aL lhe oppol:ilL!' Plld of t 111' ~;p .. ('t l'lllll, \~ 111'11 

compal'E'd to Lacan's apPl'oaeh. Lucan's lIIodpl ln film Lht!or;, (luinLh \'üW/lI'd tl\l' 

ps~:eholinguiHLic as the defining l'E'lationship lwt \\ et'fI ttlP slIbJt'('\ IInd tilt' llllH'/'. 

As slIch, if one were to cndow the CirH'flw seret'n w'lLh slIbJ('ct lIood, El dliblOllH 

proposition at ut'st, then th/? relaLionshlp bt>lwt'CII thp Lwo ","ollid bt, dl'tt'I'I\III1IStÎC 

and hermptlcally sectled fron! othcl' social and C'ultlll'ili PI',lt'tw('s. Balldl'illanf, on 

the othe l' hand, dLssolves tllP bOllndal'les bp\,,,, (~(,I\ lll(' h<'l'\'('[\ Illld tlH' Il L'('nl," 

leaving image::, as the intel'tl'xt of htllll,tn ldlowledgi', 1 ri thl~ /IIodl' 1 , !.ll\' "l'l'Ill" 

also dlssipates, H.5 l'eality becomes p:u't of tht, hYPPIT\·tli, IlIIllg('-(,lltlLI'olled 

envirollmcnt. ""ïth Balldrillm'd, l'eality dissolvl!H I!Itu a huuse ur 1IIII'I'O)'S, t hl' 

cinema being on)y one of lllan,) duo;tUl'U'd illlilgPS uf l h!' wOl'ld t hllL fool t.l1t~ 

subject. Neithel' model offcl's the viewer Il. posilioll as a slIbJ(·ct who Int<'l'l'datt's 

with cinemalic images as part of the cultural landscltJ)(', \.\ lw/'(' titt' ('/tH'lIIil H'; ont' 

among many systems of Slgns the subjecl freqlwnt.ly PtlCOllntt'l's. ln ('onU'ast., 

Walter Benjamitl constructs his model of hislory on thl:s(' Vl'l'y sUppositions, and 

to investigale the l'elative value of this approach, hi:,; wOl'k is ('onHldl!l'cd next. 
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CHAPTEIl 1'HRBE 

1'IIE DIALECTICS OF SE'RING: The Cultural Real 

Rea.l people lt>nd ta fall through the cracks in a culture, and this 
why it is only f,'om such prosaic fissures that theü' personalilies are 
ta he (>xpiscatpd. 

James Nielson, Elizabethan Realisms: UeadllJg' Prose 
From The End of The Century 

To read reality like a text is to recognize their difference. 

Susan Buck-Morss, The Dialectics of Seeing 

[1]n "Anal'chy in The U.K.," a twenty-yeal'-old called Johnny Hotten 
had l'ephl'ast:'d a sOCIal crith-!uE' gerwl'ated uy people who, as far as 
he knew, had lleVP}' been barn. \,lho kne ... what else was parl of t.he 
conversaLlon" If one cali slop looking at thp past and starL 
listening ta II, Olle nllght hE>al' {'chocs of I{ nf'''' convel'salionj then 
Uw lask of 1 he l'l'iUe ",ould bl' ta lead hpeakers and listenel's 
UllaWHI'e of l:ach uLhel"s ('Xlstew;e ta ta.lk to one anothel'. The Job of 
tCl(' ('t'ill!' \,-ould lw La lIluintaUl the ability ta be bUl'pl'lSed at how 
the cün\ el'saLion gOE'S, and ta communicate that sense of surprise ta 
oUlet' people, lwcau::.e a lire mfu::.ed with sùrprise is better than a 
life lhat. is not. 

Greil Marcus, Lipstick Traces: A Secret Hlstory of 
The Twentieth Century 
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Pa.rt J. Walter Benjn.min flnd 'l'Ile J.:nd of I/islorical J>rO!frt.'ssioll 

Unlike lbü~t' uf Baudl'tll(lI'd and l.a, .III, 1 II<' IIIdd\'1 ut \ ult 111'1' .md hu.;IOl':­

Waltf'r BeIljamill altelllplt'd l.u bllllLl 11\ ldS 1\18,"d~('II-I\(·/'J\ \\,l .... 1'1 1 111. II Il,\ ('oll\'('l'I\l'd 

wilh cultUl'(' a~ ('ul!llt'al .-11'1 lfd('t~, H('IlJ:l1lI1Il l'0llllt·d tu Ih(, J'llfldalllt'flllll lfl!t'f'­

l'elationship hetwt'c'n cultul'al cl!'! ira('! sand :'-'U("It'\ ~, alluy. IfI~ hllll l() f'Of'IIlU lalto a 

ùialecllcal of culLul'e, l'adlcalJ,Y dl1 j'C'/'L'n! 1'1'0111 1 tll' d('\t'I'II\lrll~t l" UIl"!'. of LHt'all al\d 

Baudl'illat J. The l\HLllflcatlOtlS of Il1s mudel of hlslol':- fol' tilt' ~tlld~ llf \hl' 

CH1\~l1Ia '4nd lIw "l'p<ll" 1\1'\: t'xplot't"ù Hl thf' followUl~ pa~l'h. 

Benjanllll's work fOl'ms an prti~m,üÏl' p,lrt ur ''\l'nUI'th \ poUI/'y Illtl'll('c'lwll 

IllstOI'Y. At (lifft~I'ellt llnlt':-', HpllJ,lllll1i Ptllb,'éH'P!:. .J(,,,, I~h Int'olog) !litt 1 ('llbbaliHI 

mysllcism, aphol'lstll' lllon!ci~(', BJ'I'chl's tlU'OI'll'l-, of Eplc dl',lIl1.l, and fllalt'l'lllllHt 

philosophj. l'et, wtthin fdm t heo\'j, hl' 18 kllown Plïllhll'i1~ fc)\' 011" \':~sa), "'IIl!' 

WOl'k of Art in The A.I5e of :-.tel:halllcal Ht'pl'Ulhld JOrt."n \{htll' \'df.olly Irlflllputllll, 

this lIJetaph~ sicall;)-'-!-ouSPt'ct l'~sa~ goP/-' 1l0\~ hl'l't' /lP.l!' l'xl'Icwin.c; !JI!' fllll 

ramification:> of Renjamin's theo/'H'::; of [1l'l, c\lIIIII'l', and hlsto/'~. 1'0 ('ufltt'"tllldl~1' 

l'lis critical discourse y.'ithm fIlm theory'l-, COnCel'1I \\'Ilh Lht, ''l't al," ~w,!ln lSu<'l\­

Mol'ss' book The Diall>ctu's uf Seell1g', hPI' t't'COllstl'W tion uf BI'IIJallllll'g J'w.;sa;..rt'IJ­

WtJl'k, ls cOllsidl'I'cd. 

Benjannn's pl'OJl'ct bLands ltl opposlLIOII to tl'l1dillOllal rlotior'.1-0 (,f "hibtl)I'wI11 

progress" and !JOInts ta th\:' !Jossibillly of a diaJt~ctlc.ll mapping of ('Itltu/'al 

histol'j onto Illass cultural H.l'tif'acls. Bt'lljalllin's l'Pdl,fltlÏllOtl of ~todl'i'nisL ('Ultllt'O 

is considered; S'ev." German films an' u::;ed as llIass cIIILul'al cJ\l-l.mph-fi. Bl'njamin's 

Passagel/-hTt'l'k is central to UliS discussion. as Il addl'esSeb how a mlll-lH c'ullllr'Il1 

artifact (in thls casp , film) can speak of a culturc whosc histol'Y hEls hPPTl 

obliterated and t'ept'f"sscd. 

Benjamin traces the beginnings of these sorts of cullural n·pressions 1.0 

fin de siècle Europe, As the state gained more contl'ol anJ mt.ül'est tn the spr:JO­

industrial developmenl of the capitalist society, the l'ole of lhe individual bf~('am(' 

important in maintaining the rise in industl'Y. Because of lhis, BenJl.tlnin f1r~Uf'd, 

more ways to control the populace were needed. These controlf'i wer'/> (>llIuf!ddf>d 

within the historieal discourse of progression. Grpi) :vtal'cus (harac!.('rlzPc,::; t.he 

47 See Walter Benjamin, "The Work of Art in The Age of M(~chanical 
Reproduction," in Benjamin, Illuminations (New York: Schocken, 1967): 217-251. 
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r:han~(~ that took plllce aftel' Baron Haussmann redesigned ParIs in the late 

nindN~nth (,l'tltl!!·Y. Paris bpcalllP Ihp (~t'ntr(~ of the Modernist world vlew: 

Pat'i~ bl'C'arl](! nt> .... ; ~o ct Id Pan "!<l.ns. The sPpill'atlOns betwpen worh., 
fami!y, ,ind 11'1f-.Urt' fon't'd Ily the ne",' rnap of the dt y \Vere 
Illtl'l'nllllz('d by nf'v, i) atollil/(·d, aulOIlOlllOUS ITldl'. idllals of thp new 
Pllt'Is--aft" J' ,\1 l, 1 hl' W hol" lIoLon of mOI \ Id uallsm w dS a modernism, 
a fund.HHI uf OIW'" stlbjl'('(I\t· cho](C' nI' wh,tt to do with free lflCOllle 
Ilnd fr'('(' Ilmt-. Th\' ('OEIIllltllll' W:U-, fi ('omma III HélllSSlllH.nrl'" seIlh'nce; 
hp had wun. Pa/'l~ Iw('alllf' ,i dt:. of "yrnhols, pUV.C'l' and dpslre. 
SO('llll IJfp w,u, ld,f' Il lot tt't'Y: If !'\ l'n onp harl li <'hr1tll'P to bu y, 
PVPl'Y<HII' !lad li < lml\t" 10 Win, and Sillef' only ont' Ollt a milllOll can 
Will, tllf' f-.t'paratJoII of t hl' onp from Uw mJlllon, of f:iiC'h fl'om 
PVI't'yOtlf', \\',1:; compllJ! l'. AR comllludit ies spun t hr()u~h t heu' cn'culls, 
eHch l't'I'!-,lltl bp('amp, ln faut1lf-.), a rulpl': Chf:' Commodlflpr. (!'-1arcIIR, 
1990: l :!H) 

For' Apnjalllin, t 1)(, t'p('onst r'llctiOtl uf Pat'Ïs by B,lI'on HallS[~IlHUtrl consUt utp::; the 

oblitt'l'H.tloll that lias ,~mlwdded wllhm il an [lr-Ins\'ory (Buck-:--101'ss, 1989: R9-90), 

which 1 will lit'l-pll' l~ slnlliar to thp typP found in post ~olld \.\al· ""'0 CPI'man 

eultul't'. Buck-Morss qtlot('t'-. BCtlJanlln: 

Tht> Lrut' ~oal ur Il,11lSSill1UlIl 's WOl'ks \Vas the S('CUrIng of UH' city 
a~ains! Civil Will' 1 • • • • J The wldth of Hw avenueH was to 
pt'orllbit t hf' el'l'<'lJotl lof strf't>L barl'lcades], and thf:' new SO'Ppt s 
.... (·I·P tCî provl(k tllf' shCîl'h'sl l'outes lH'twet>Tl ÜlP barracks and the 
wOl'klng-<'Id~s ::,c('l,lonr,;. Conternporarles dlllstptlE'd UI!' t1lldt~rtaklflg 

"st raL('/.O<' bt>aullficat I<Jll." (fhH'k-Morss, 1989: 90) 

Buck-Mol'ss g()('s 011 1.0 wnll' 1 hal "Haussmalln's 'strategle beatltt/ïcation' IS the 

Ur-fol'fIl of Ihl' culture of modern statism" (Ruck-Mol'ss, 1989: 90). 

TIlt' CO()('p!" of 1 he "dlalecllcal image" is central to bol h Bt>njarnin's study 

and to Ihls thesis. BenYlillln's notIon of the "dIalf:'ctlcal image" begins to 

sdwllmlize t lw n'laUonship betwepTl 1 he rultural artIfaC'l and history. Benjamin, 

unlikt' t ht' 01 }wr Frankfurt school theorisLs, had an appreclation for mass and 

populaJ' cult Ul'l', not in and of itself, but as a cultural baromett>r. Embedded 

within t hf' commodltj 1:11'P confhcting traces of the past, along wIth wlsh images 

of UH' fulure. Hllck-Mol'sS describes the "dliilectical image" as sueh: 

The COI\C~pt of tht" "d IdlectJcal image" is OVE' r-determlned in 
Benjamin's t hought. IL has a logi<' as l'ich In philosophical 
implicat ions as the Ilt'gelian dlalectic [ ..•. l In lts present context 
it refers 1.0 the USl' of archalc images to ldentify what is hlstorically 
nt"w about thp "nature" of commodities. The principle of 
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construction is 1 ha.l of monta~e, whel'eb:.' t.ht' ill\HI..{P'~ Ilkat.lOT\nl 
elements remain Ul\l'econcikd, rat hel' t.hlll1 fUSII1~ lllt.O Ollf' 
"harmonlz1I1 g pPl'S pecti\'(>," (R u(' k- ~1()l'ss, 1 BH~: 117) 

The "dialectical lInage" is, then, a cons! 1"1Ie! hea\"I1y ir\\ p~lf'd ""llh mClmin).(, 

although tht' Illeanings UlPmse)ves ("an tWl"OllH' conlnlrlwtol",\ throll~h tinlt', 

Benjamin ar~ueR t hal Ul~phellolllena art' cCHlstitlited by Il rU flle! s of t.he {'/tHl 1 hnt 

contain an archetypa) PS"t'r1l'e of histOl'H'al developllll'nt, l:(1\ Illg l'II-lP 1,0 Il!'W 

meanings ln Lhe futlll'l', Buck-MoI'ss Wl'itt'H thal "1 w Itwl\ Bt'njalllin HPOKP of t tH' 

transienL historÎc<-t.1 abjects of t.he rllnl'U~etlth l'pnt.lIf'Y <lS {J/~pht'tl()mt'lla, ht' IlIPllllt 

that they t':(lnbit vlsibly--and mpLaphysÎt'ally as an tHlIthe/l!.ir S~'f11.hl'sls'--t hl'II' 

Hu,;!ot'y tH 1 hl'fI 

dialectically con, tituLed thl'oll~h il cultul'e's l\l'tifnC'ts. TlIP~P IlI'UI'W'\s at'(' "la) 

C'oncl'ete, fal'tuall'Ppl'l>s!:'fltation of thosp histol'lC'al ill\[l~(>~ in \\hlCh \'a.pitalisl-

industrial e("onofllÎc fOl'JI1S could be seen III a PU1'f\1', t,HllbJ'YOllH" Bt.H~P [ • Il • ft 
(73), Thp tl'ansiency of ÜWSf' artifacl scan be uspd 10 )'e('(1t)sl )'twl t.h!' (!/~ 

history of lhe pasto Benjamin wl'iLes thnt "[a] final abandonnlf'nt of U1P (:orll'(!pl 

of 'timeleHs trllth' is in arder. 'The tl'llth will not l'lin away l'l'DIU \H,' 1 • , , ), 

Herewith is expl'essed the concept of tl'uth from whlch t hpse t'('PI'(!spnLlltions 

decisively brf'ak" (218). 

Can Weimar and Nazi cinema furwtion as the U,-phl'nOmt!IJIl of pOHt.-Wol"ld 

war II Gerhlan culture'? Benjamin 's model could be of URe hpr't', as tus n'f"lUlling" 

of hisLory rf'moves historical J'(~seal'ch from its typlcal function as UII' OhJPC'lIVP, 

chronologieal stud y of events. T he notion of the {j ~ pht> lIom!' rut II\PfLnH thllL 

culttu'al artifacts arE' continuously reinvpst.ed wiLh new Illpaning, Thl't'f' is no 

historiea} determinacy to the commo0.]fied object.. Wit.hin the "dmler:I.I,'al image, 

there are four diffèl'ent hlstorkul functions: "natural histor'y," "mythk hh;tOl'Y," 

"historieal nature," and "mythic natur'e," As "natural history," !.tH! objr!d holdH 

a trace of its past, to the time of its production; as "mythie history," il. (~mhodi('s 

the fetlsh of what it has become, displaced fl'om its mode of prod1ldion and Cllt. 

off from its "traee," As "historieal nature," it fllnctlOrlS us allegory, repreHenting 

the historieal past through the context of the present; !:IH "mylhic nllt ure," It 

fundions as the "wish image" or symbol of t.he future projected onto the objeet., 

a future more than likely unattainable. 
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This madlll C'ould tH' espeC:lally Ilseful in speaking of the Nazi period, 

bi'caww of ÜWI/' flstute W-H' of t(>chnola~ical media. The textual artifacts (films 

in parti( Il!1lt') rl'pl'Pf:wntlng NHt\(lwd Soclalistn ta the Gpt'mans in the 19:10'8 Hnd 

1940'8 TU'" th!' sailli' ()/\(!S Wl'i;;tPI'n (,llltUt'f~ {jpfinps NaZI fllStOl y by today. 

Ot'tlJHIIIICl'1-; lIIod(·1 pomt!-> to t rH> fat t t.hdt <'\Ill ul'al d.rLJfal'ls, Hl UliS l'ase moving 

inlllgt'h, al'f' IllvE's\(·d wIlIt ,\ l'aht, pl'csent, rind future ""bp!I chey cu'!' ('r!'ated, but 

t.hp precIs/' fJll'lltllng uf tlWSl' tf'lllpOI'al UlvesLJlIf'nts ('an n~)t Lw kno""n dllhe lime 

of produl't 1011. 'l'tif! " .... u.,h 11Ila~I'" (lI' r-,',ltlonal SocH:I,l1sm found ln Lpnl Hiefenstahl's 

Dt'/' Tf'lllfllph d~', ... IÙJ}t'1l6 (l~l:~5) iirld OJyl1ljJm (1~1:Hj), or Harts SLplIlhoff's 

lIith'r,fllflL{f-' (~I/~'\ (l~j:l:n, hM, a ,'ad\('ally dlfft'l'ent meanlng no\\' t.h.1.Tl It c:l1d in 

)B:lO's CPI'maTlj. '/ biS IR nol fiS SllIlpk /lS "no .... Wp know Nazism I~ badl"; th\' 

"wish InIl1).{f''' of 1'>;azlslll, il ï bll'd HE'lCh for d. tholls.'lnd :-t~al'f.., Ih no\\' l'l. fORsihzed 

l'chc, hll!. C)!IP that still has soclO-!.(>lIlpol'1l.1 ,lnd {,lIltlll'dl Illlplk,lt.lons. The 

nIPllnlngs t hal ""'fO, Hf.. ,1 (:IIlLlll'!', now ftS(Tlbe to Olt' Nd?l pl'riod are mechated 

thl'ollgh thp!->I' I/'\'Is. 

Tht'St' llllag\,f:; or NaZlSllI al'(~ abo lht> t('xls lo .... hich IIII111Y of the New GE'rman 

1ïI/1l111akl'l's Ill' t II(' 1 ~Hi{J'S and 1870's wpre respondIng. Thü; l'espOllse WélS evaked 

by 1 hl' (',lIt Il 1',,1 \ (nd pl'rvadin~ Gl'I'!Ilany after World h'ar / I. Whpre do thE' 

culturul LI'I\( PH uf !JI\' ''l'l~al'' f>/ll('I'g'P in Ger'man cultul'e élnd film hISt.OJ'Y, whpTl UlE' 

las!. fOl'ty ~d'al'S a\'(' f()n~olt,~n'~ h hat tahps placE' Hl Npw Gpl'Ill,m CllIPrna, largue, 

is H d,'blllf' OV~'l' th(~ ftpprOl'l'littloll of history t.hrough hlslol'l(,ftl artJfacts. These 

Ilrtifw'lh l'ail Ihen addl'I'ss ,'urWPI'ns of thp "l'pal," as histol'lcal discourse and 

illlagf's 111'1' Il'adl! lonally takt'tl tù fTill \lnder this r'Uhl'lC, The Rl'llfads thpmselves 

HI'l' emhl'ddl'd WII h il lt'arll>H~nl nrl! liraI history that bath the left and righl want 

to l'aH UWÎI' 0\\111. R0causp of Lhis, thE' films of the l'lazl and Weimal' ppriod do 

funclion as t ht' l 'f-text s of pOi-iL-World War II German culture, as theil' 

dilllect,h'ally conslliuted èllstol'lcal origins are used by German filrnmakers, and the 

Gp/'man cultu r'p lh:;plf, ta reframe hlstory. Ta learn a lesson from history is then 

1,0 s(wllk of t IH' prpsPllt and not the past. As Benjamin writes in his "Theses on 

l ht' Philosnphy of Histal':/': 

To al'l.iculale Ull' past histol'ically does not mean to recognize it 'the 
wny it l'paIl;, was' (Ranke). H means Lo seize hold of a memory as 
il. flaslws up al a moment üf danger. Historical materia1ism wishes 
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ta retain thal imagf' of the pasl which UIll'\pl'c!edl,\ IlppPllr's lü li 

man singled out by }llslol'Y al a monlt'nl of datl ~el', WPIIJ:tIllIIl, W!i5: 
255) 

This POInts to fi. ueflmte conCPl'l1 \\'ILh 1 hf' "l'l'al" r'lIflllll1g through bol h 

Benjamm's WCI" .. and lhat of the New G(>rman tïlmmakt' t's, aB t tH' clI\('malk lt'xt 

becomes the battlegl'o\lnd for t.he rt"~tUl'n of il l'f'pl'ps~;(~d ('\l!tllt'al hiHtOl"). This 

is especially true of Lhe -'-'ork of Sybpl'bPI'g. HIS Ht l(:'mpL to l't'pal l'iii 1 t' (~f'I'mllll 

culture emLrw"es t.ht-' focal point of bot h Cipl'IllHn Ilt'sl hf'll<'s Ilnd NaZI idt'olngy; 1 hl' 

ap.sthptics of It'l'ationalism and Lht-, Homllnt.lf' ldeolog~. lIl' wnlp'-); 

We krlOw abolit. Lhi'> glory and nllst-'l'y or 1l'l'atlOllrlhsm; hui ""II hUIt! Il, 
Germany is nolhlng bllt dan15t'rollB, !'.IC k, ""Ilhoulldpnilly, t''\pluBlvt'-­
a wretchpu shlldo<,o, of iLs pos!·;lbilltll's. IIlllt'I' lB 10 b.' fOII~h!, nol 
with the stdt Ist WH of '\lISdly.. II/, PI' y.. Il lt ~\)(,lOlo~l!'al alll\l~ SPS of 1 hl' 
NaZI 1.'('0 nom y , but wilh Hi('h Il'd \";,W,II\'I' ,lnd \lo1"Il'1, (S:. hpdH'I'!-,:, 

1981; 91 

Sybel'bt-'r~'s ar~lIml'nt echc)('s fknj,lmm'h, ilh t hl' fII(,Hllill~ nf tipl'man hiH!r'I',\' II> IIi> 

fal' grfibs; il lB fought Dve)' t hrou ~:h hlsLorical Il!'t irac! s. 

Benjamin ,1rgllf'S lhat <,0, hilp cltlt.llI'al ,u't.ifact!'. :ll't' in li stail' of Il'lUlSII'W'y, UWSI' 

3.L'tifact sare 11IIhlled with tuslol'ical ess~>r\( Pl:> wlllLin)..'; lo bp ri IHCOVl'I'pd, FOI' 

Benjamin, hisLory if; not alioUlf~r IlIPiWS lo l:5f'nt-'l'all' Irttt'l'pl'ptatllltll->, Llil!, Il WHY !'o 

get lo the "1 1'1Ith." Tht' rplaLionstllp bt't.wf-'t'n L1w 1'l'aPPI'Opriatlon of hiHtO/'lO­

cultul'al <Lrtlfacts and tht' "l'pal" is ll'll-'\'futi ln th!' ,lnalysis of Npw (;''l'IIIIUI 

Cinema, as Gel'man culture JrI thf'se films 18 rpfl't1.('tc>d throu~h 1 he Hollywood films 

directors likp Wim Wender's and Rainer Wernpl' Fassbitldpr' ~I'ew Il p on--filmH by 

Douglas Sirk, Nicholas Hay, and John Huston,'Hl B('CIUHW of thiH, clIlt.ul'Iil 

48 The l'eason for the dominance' of Americnn films iH as much an 1~('On<)ll\I(, 
question as a cultural one. Aftf'r Warld War Two, Amel'kan (~ulturlll illl}ll'r'ialiHIlI 
devastated the indlgenous European film market tllt'oug;h t hl' lise (Jf t'(~I)I'f'!-iHIVP 

trade quotas, H is significant to nat.p t.hat th(~ major cinellll-tt le: 1lI0VI"'1lll'nts that 
emerged From post-World War Two Eut'ope CclII\(' abnuL only art!'I' th!' AIJlI'I'WIUI 

share of the market was dramaticall;, l'pducf"!d. ThiS is tl'W' of thp lt.almYl rJPo­
l'eaUst rnovpment, the Fren( h 1I01lvA/!e vagl/e, l'hl' Spa~(>tt i WPh!l'l'fI, and Nf'W 

German Cin<'ma, It is arguably also fi major l'eason why, out Hld .. {~UI~be(;, Canada 
has yet to uf'vclop d strong national c1npmH. l'hIle. (~CÙnOIllIC raI'! If-, nnw also 
present in the former Eastern Bloc, as Soviet {l()\\,f'l' qUlckly r~vapor';1tI'H, For' /ln 
analysis of the effect. of U.S. cultural illlperla1!sJIl on thp pm.,!. Wol'ld Wur Il 
German markpt, see Thomas Elsaesser, New Germa.!J CJèJcma: A HlsLory (New 
Brunswick, NJ: Rutgers UP, 1989): 8-18. 
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IlrUfrtd S li!'!' flOt. hprnlPt ÎCall,v sea)pd ta the country or nationality of origin, as 

t!I'08s-c'u)tural pollm:ll.JOn takes plac't:'. New German Cinema t.hen becomes Il 

diHCOll,'HP of Uw rllslorkal rl'placpment of German culture with American 

discoUrH('s, alld wlth lh\' dlsc'OUI'sl' of lhc' /'ppress('d, Gt'l'man past. t9 

A hho!'L hlstory of v"C'lru;u' fIlm and lts relatiollshlP ...,lth and l'E'sponse to 

UJf' NIl?l l'Pl'Jod (19:l:l-1B4:1) 18 rH·pded, ilS Lhf' cult.ural texts of Hm; period 

fllllcL/on as ttH' L'I~U'Àl~, of l'\('\~ Cif'I"OIIHl C I/If"ma, pl'ovHitng ri l'ldtur .. l cjj"collrse 

fOI' t II<' rll'w W'Tlf'l'at JOn of fllmmahen; 10 rcspond lo, ln lieu of lhe cultural 

hislol'y Ihllt hm, bt'PTl l'pprpsst-·d. H~'lIytrnHl'S pro,JPct 18 anHI~',,('d at kngth, t.o st-'t' 

if il offl'l's \lS 1)I'v,' Jl\sl~hl S IIlln Lhe Clnpmatlc ('onstl'lH'tlon of thp "l'pal." We 

muslI OIlSldl'I' \dH'Lher 1 hl' Pfl,'-.HéHjf'll-h't-'l'k Ih a tpxt of th!:" pl'/!senl, l'l'fl(~ctÎng an 

'Hldt'I'stlllldln~ (Jf l'IlItlll'.\1 hpdC'P and lp:-.ttlaliL~ tod,l.~'; or of Lhn past, at the LIme 

of BI·tlJamln'l:-: wl'it.lllgS. HpTlJamip'~ aesthptws d.l'p cl'nlt'al to hls ,'pfranllng of 

histol'Y, ::-.111(''', Il!-I' HI'l'l'h!., tllS formaI Sll'lltpgll's IIl'P .11sCJ his Ul(-'orrotical anes, 

'l'hPI'pfo!'p, WP !'PI'onsHit'I' somp of B('li)!1I1\1n'S vvl'ltmgs on ('IIH'S, :-,pl"'ifJ(',lll,v hi!:> 

'.'ssays "f\1al'!';l'Jllps," "Hashlsh llJ )\1aJ'spillps," and "l'ans, (\lpitnl of ThE' l\ineteenth 

ln 1 hpsp pssays, thl' "l'PI1I" is Ilot pmbedded wlUlln a seamless 

point of vipw thal slIhs('l'Ibps 1.0 the prmciples of rE'allsm; it fundions Hl d, more 

abRI l'lw! and ll11pt'psSlOnlRtlC Illannpr. In Benjarnm, the Clty 15 lihe an Image t.o 

whleh 01\1' t'esponds; fol' th!' fln du sl(ocJe writ.el's pl'('ceding BpnJamlll, such as 

Thpodol't> DI'C'isl'r or }1t'lll'y James, thl' cil:.' funcLions solply us a textual backdrop, 

For ('Olllpllt'ISOrJ '8 Hakt" Dl'piser's Sistel' Cfll'rie 18 briefly considered, as it aiso 

49 Fol' eXflmph'H of t.he l'ole played by absence ll1 German hi8tory and New 
Gt'l'man Cinema's atlempt lo function RS Tl'8.ueral'bezt, see Ron Burnett, "Lumière's 
Hevpnge," Border/J.llIPR L6 (1989): 2 t-29; Paul Coatps, The Gorgon 's Gaze: German 
('inf'fllll, f7\:pl'f'ssiolllSI1l, and The Image of Harrar (London: Cambridge UP, 1991): 
108-155; 1'hOlll,lS EIs<H'ssl'J', "PrinIR,ry Identification and the HistOl'lCal Subject," 
C/llt'-Tl':lds 1\ (19HO): ,1~~-52 and "Mylh as The Phanlasmagoria of History: H. J. 
Syh('I'b,'I'g, CÎt\I'ma, and Hept'esPllt<t.tion," New GernUln Critique 2-\/25 (1981/2): 108-
15,1; a/ld hlfn Wendl'I's, "Th.tt.'s Enlertainmenl: Hitler," in Wenders, E'motion 
Plct IIr{'~ (LotHian: Fabt'I', 1989): 93-99. 

50 '-' W' IL B ' , "M'Il " ...,Pt' Cl el' <>nJI:tlllln, arsel es, 
145, and "Pari!:>, Capital of Thp Nweteenth 
YOl'k: Schùcken, 19;8). 

85 

131-136, "Hashish in Marsei11es," 137-
Century 1" 146-162, in Reflections (New 



Walter Benjamin and The En!.! of llistorieal Progression 

points to the shift from tht=> realism of tht' fin dll .sÙ'c'/f' nov!'1 lo tht' Inlel', 

modernist appt'oach of Bl'njamin, 

In Sisl,el' Cart'le, a young woman, Cart'l(' ~l('t'b(,I', lH'ad~ fOl' t he hi);!; {,II:.', 

Chicago, fol' the fln.;'- t inlP, In 11H> tradition of tllP r(~alist novt'l, 1 tH' nalTlIt ive 

attempts to élIJ}Jl'opriale re,dity in BOmf' s('tlse, ~ivJr1g 1 lit, l'Plldl'l' Iht' fPI'link{ uf' 

the e.\pel'Ïence, Of cou l'SI', the J'pal ist LI ad ilion dOt'8 not IlIIlIlIC !.tIf' l't'éd 10 1 h(' 

extent that its theol'ip8 c1alOl.; 1 

meshed wit h Dl'f'lser's ,'ealtst l'ppl'('sental IOn: 

To the child, Lhe gprllu8 y, lth lllla~inali()n, 01' t hl' h holly IIntl'(lv('lh.d, 
the aPiJroa( h tu a gr~dl cit~' fot' UlP fin.;t tilUP is a Y,'ondpl'ful Ihll\~, 
Partlc'lIlarly If It lw l'\ ening--lhat m:. sUc pPl'iod !>('th'l'Pr\ t IH' ~Ial'(, 
and the ~Io()m of Hw ","'ode! when Ilfl' j" changlllg f,'om OIlP 8pIU'I'(' 

or condition to anolbpl'. Ah, lhl' 1'J'OIllIS(' (Jf tll(· 11IL{ht. \vhlll dOt'h 
iL not bold fut, th!' WI'(\l';-', \vhat ()ld illUSion of }lC)l'l' 18 nol fOI't'VI')' 

herl-' l't'peatpd' (Ot'PLSPI', IllO(): lO) 

While the abovp paSS<l15P Ill,lkt'H 1'('alisI daIms, th!"y Il)'(> PIllIllf>rttly litl~I'llI'Y 0111'1',' 

the description of lbp cil,Y fIL!:> with LIli-' prolal'{onÏ::;t's futul'!' dt'vl'loplIIPnlH, ilS ('lin 

be seen ln t his fu'sl dl'scl'ljJt ion of Ul(' cit~·: 

The dt y hels 11 ~ cllnning wilt's no less th an thp mfinitl!1) HllIalh'I' /lnd 
marI' hl/man tr'lllpll'I'. Thl'l'p at'P lat'~(' forcps which alhll'p, wlth ail 
the sOlllfu1rH~s" of ~ Xpt'pssion po~siblp ln UlI' mORt cllltlll'"d hlllllllrl. 
The gleam of d tho\!s,md IÎI.;111 S 11-1 orten as pffp('lIV!', 10 ail flIoI'll1 

intenl::-. and Pli) POSPS, as !,tIf> {lPl'SIILtRivp IlghL ln a woolng /lnd 
fascinA.ting l'ye. Half Uw undomg of HlP \lIlsophiRticatc'd Ilnd r1al.ul'al 
rnind is ac('olllpli:,ü\P.l h~' fOl'ces wh(Jll~ !-.lqwd\UIlI<ln. A !Jlan' of 
sound, a l'oar of hff!, .i vast arrfly of h\llllan hlVPH ap(Jp,d tu t.hp 
astomshed M('n~es In eqllÏ\ oCill U'rms. (Dt'pjsp!', 1 :WO: J) 

One can see that wilhill lhis l'l'ali:::>t mode of 1't'present.atlOn, t hl' l'{'{ll wol'id IH 

personifit:'d, foreshndowing the character of Drouet., the AOIf'I'j('an Vf~I'8Ion of UI!' 

51 See, for models and critiques of realism, Erich ÂlI P !'bélC:h, Mirrwsu.;; Th,. 
Representation of Realit.v 111 Western LiteratUl'f' (Prino~t(m, N.!: Princeton UP, 
1953), who surveys minwtJc tpndencles ln t he nov(~l; Paul COHt.l'S, 'l'hi' Relllu,/, 
Fantasy: FicUon and Reall(v Sin ce Clarissa (London: M{;thllf.>n, l ~lH:\), who Ilmon~ 
other t.bmgs, posits that Hegelian dmIpc:tlCs art> al thp cenl,Pt' of 1 hl' bU (1 (>()spd 1 y 

straightforward nal'ratlvP of Samuel f{j('hardson's G/81'Ib,<";l; Amy Kaplan, l'fu' SUCItJ.J 

Construction of Amel'ican RealJslll (Chicago: lJ Chica~o P, 1988), who ,-xltlllirll'f-; UH! 

social !'ea!ism in the works of Dreiser; and KaJ'l'n Valthûra, HI':uilng tilt' j,ate 
Jam~s (M.A. Thesis, McGi11 Umversity, 1991), who eXHlluneS 1 hp f>UppreHseo 
discoul'se of femininc selfhood ln Henry James' Iater works. 
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flâneur, who is la app(~ar in CatTjp's lIfr' momenturIly. The "real" in the realist 

t/'lidilion "fusps 1 the Rign anJ rpfpl'enL l lnto a deceptive totality [ ••• J" (Buck­

MOI'!lI." 19H9: li7). In BcujaulIn's f!Ssay~ on elta's, th(~ descriptions have much 

1I101'P qf an t.\j,horlsi k Cjllallly to thpm; he lB not constructing the city as a text 

in QI'dpl' to t'onvpy il slot'y. Rpn.Jamin attemlJts Lo constl'uct il t('xlual "diatectical 

InlllgP" of !.lI(' ('ltlf'H ~H' f'XHllliflt·S. In "Pa!'ls, CapItal of Uw Nmelf}enth Century," 

Bl'njllrnin Lr'IJ.('I~S Sil bJ(·(,ts t hat l'(>app(~al' III UW Passflgen- Wl"J'k: il'on as the 

ParlHIIUI "wlst) llllligP" of thp futul'cj Haussrnann's rp::;tructurIng as the UI~text 

of fin du sukie Paris; thl' influC'lwe of the DaguelTf' and photography of fin du 

siè('h' cult 111'('; Hnd BaudelaÏl'e f\.nd the l'ole of the fliiTlPlir. These texts juxtapose 

ImagPH an d pe "('pp! IOns in the salllf' manner thal. BpllJamin constl'ucts his 

phJlosoph}, Il:8 Illso slmilar to thC' juxtapositIon of images one finds in films. 

Likp t hl' anU-l'calIsl tl'tll.ilt illn of Eisenstein, one CIUl SPC t he collisions; in the 

rNl!Jsl v<'t'slOn of t hl-" wOI'ld, as ~}mbodied by Hazin and Dreiser, all the seams are 

hiddf'n. ThiS 1l~/tin is an f'xampk of Rf>njamin's dE'sll'e not to t011, but to show. 

ft, il" significdnt that !tH' "dlies" essays were ta he part of the Passagen­

WeI'k, ilS thl'Y attf'mpl 1,0 prC'sent spatlo-temporal history of clti0S thrall~h 

tf'xt.1l1l1i1 y. ] n an imfJ(lI'tant sense, thes(' h'xts are nnti-realist, bllt Ilot In the way 

nnli-relllisrn is ty plcfllly df'scribl-'d; th('y arC' not like the works of Prousl, 

Pil'andpllo, 01' Rrpc hl.. 1 ns!ead, Hwy are constructed from disjunctive impressions 

of cityscapPH, forN,hadowlng the lextllill montllgp Benjamin WllS beginning ta 

fnvolIl', 

Alon~ with qUf'stions of tex ttl.1.1ity, Benjamin is also concerned with the 

not.ion of t'ultul'al artifacts as texts. The distinction Buck-Morss makes hetween 

It masH cult \I1'l''' and It('uttul'e" lS important. Within this (11 sti nct ion lie the seeris 

to Rpnjlllllin 's (halect kal l'eading of culture and progress. A fundamental point 

continllously (" ,loo\\('d lB film st udif>s is the mterrelationship betwf'en It mass 

('Ultlll'('," llsually descl'ibr>d as consurner-ol'Î")nted, and "culture" which, in the 

vprrHlculal', "Wt"l'(> aIl p:\I't of"; il is both external 1,0 us, as reflections of our 

perl.'(>ption of OU l'selves in the world, and internalized through our own societal 

self-defmitlon. These terms are muLually inclusive, but not mterchangeable. In 

this light l "mass culture" has the connotations applied ta it by the Frankfurt 
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school, and specifically Theodor Adorno, whe!'l> the commodificaLion of IllIlS/:> 

culture supf'rsedes any intrinsic yalue of the cultut'al arLifact,'i2 MaRs cultul'!' 

is the product of the "Culture Industry," BenjnOlin\,; analysis addl'NH"H~H a timf> 

slightly befor~' th!' proliferation of lechnolo~kally produn:>d cult,ut'p, yet IJw 

seeds of what Adorno derides in his seminal cssaY lie wil hin t hp Pllt'iS i\t'(,lIdp~, 

The Paris Expositior" <l'Hi the urhanÎl>:ation of PRl"i!'i hv III1I1R"IllllltHl l'nn"titlll!' thf> 

Ul'-historÏl.>s of the "Culture Tndustry" nf thl' Iwpntiplh ('pnllll'V, HS I,hPRP 

develo"{)mpnts "llndf'l'mine thf' l'f'vo]lItionRl'v nntpnl'Îfll of thf' wnrkin~! dllSS" 11111('1,­

Morss. 1989~ ~lO), This l(:~ads, thrnlllth thp pl'oHfprRtinn of "fR]!';!' ('h()i(~f'R," ln t.hp 

commodifkat ion Adorno nps('ribps lU': thf' c:pntrlll f\lnd,ion of mHRS c'ultlll'(>. 

Throll ~h ft ('om~inf't'IÜ10n of RPrl iRmin 'R work. w(' will nef' if il il' possible 

to redf'fine the viewinE! exP(.>rience as /l proceSH intl'insicallv t ied lo histol'Y and 

the "real tt throll~h the cinerna's r'pconsl.rw:tion of othPI" aSP('ctH of intel'/lction in 

society. Buck-Mol'sS writf's that Ben iamin's ~olll for bf'th t(-~xtualitv and hiRtory. 

through the use of iuxtllposition /lnci the notion of UIE' "dlalecticlll imrH!f'." iH HH 

follows: 

Not the medium of repr'psentation. not merelv the (!onCl"ptpnpss of the 
ima~e or the monta~e form i8 crucial, but whethcr th(> consLr'ucUon 
makes visible the ~ap between si~t\ and l'eff'rf'nt. nt' fllsf's tJwm in 
a deceptivE' totality so that the caption merplv duplicat(>s thf> 
8emiotic cont.ent of tht' ima~e instead of seUm~ il. inLo qIlN,tion, 
(Buck-Morsl', 1989: 67) 

This seems central to an y concern about the rp!ationship b(>twcl'n HlP ('jm'llIll Ilnd 

the "rea}." In Benjamin's mode!, as described in the abovp mlSSIH!f'. t.he> cinpmal.k 

"real" is fundamentally stripped awav ft'om I.hp l'otlCPpts of rPIlI/SIIl IIflopLf'd bv 

theorists such as Kracau('l', Bazin. ann hv t.hf' tlt->ort'fllismo ifalltl.no rnovprnf'nt.. Rnd 

concurrently positionl'>d as an oppositional fot'C"p within sodal mlf't":H"t.iOfl. {)sin~ 

Ben iamin's notion of mass cultur('. it becomps nORRihlp Ln ('oYlRI rouI"! t hl"' rin!'mll flH 

a "dialectical ima~e" which works as one of the nntithetical discotu'ses within 

society, pointin~ ta the "decay of modern pro~ress" takin~ place in thf' modernisl 

period. 

52 See Theodor Adorno. "The Culture lndu~trv: F:nli~btcnlflent ilS MasR 
, Deception." in Horkheimer and Adorno. (972): 120-16 i. and Theodor Adorno, "The 
, 'Culture lndustry' Reconsidered. 1t New German Critiollf> fi (1 ~75 \: 1 ~-1 9. 
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Part TT. Thp. F:nd of lfisf.orv: Cim'ma Rnd Nat ion,.,' Snri,.,/ism 

The New GermRn rinnmH of thf' lQ7n'c: hAd 11 c:tl'()nl1 l)J'f'n""'"Hlti()n "dlh 

hist.01'V. rpdpmntion. <ind iclpo1n!!v in thr> nn<:;t-\,J(wld Will' Il (;""11\1111 "\nl'ipt y 

Obviouslv thlS has Hs root.s in (fprnH'lnv'!'i t wpnl if'! h ('l'nt IIt'V hislol'\'. l'luch of NI'\\' 

German Cinpma. in thlR rontC'xL r:ln hp sPC'n as an all('Ill!)! to l'Olllf' 10 !'/'t'IIIR \Vil Il 

both t.hf> nctinnR nnrl ioC'olo!?'\' of th,· Natiorlill Sn('iahst ~()v(,T1]('rll !Tl t fl(' 19:1O',-; :111.1 

lÇ}40'R. Rnn thp r'1l Itll t'ni Ilnd c;oc'wl ''l'nt'f'<.:;<.;inn ",hi('h fnllowl'd, Thl'I''' (;PI'Tl1111l rtlm­

makprs of tlw WPlmnl' Tll'\'iod. nou!!las Sn'" (b. nf'tIPf SW1'cI, \. Lf"ni Blt'ft'Ilstllhl. 

and F.W. Murnau are bl'ieflv ('l)fJSldl'l'pd h(·t't'. ou:; t h(lV at'p all ('(HlCPl'l\pd wil Il 

hi'3tol'v and rnvth rlllrinf-( thp NaZI pprlnd, ilnd .11'(' ('nn!l'rr\l)nl'ill'ips of llf'rI ln rn 11'1, 

The works of th"'RC thl'ec filmmai<f'l'S clln tH' IIsPrl ln ~',pd 11lthl nll 1 Ill' 1'0111' 

dialpC'ticallv C'harltpd IlsDPC'I R nf thp 1'1I11-.lIr:1I :11'1 Ifnl'I, nt' ,'nnllllndil v, :lS d .. sl'I,ih .. d 

bv Benjamin: "natural hiRlnJ'v" 01' Iht' "foc;sil": "hislnl'Îclll t\l\Illl'(>" nI' 1 tif' "1'I11n": 

"mvthk hüüor'v" or th!' Itff't.ish": flTlIi "mvthÎC' nAI Il l'pit ni' 'hl' "wish illllll!(·." 

F.\v. MIII'nall's work f'mbl'A(,PR (~prlllall l'ornantwlsrn and "1111111'.11 hist,ol'V 10 

a ~reat f'xh"nt. His work nlsn hns Rnni(l p:1I'1"I('l<.; wil h lnll'" "il:!'/! 1"'1l (;""fllltr' rdOls, 

Faust (1926), Murnau'5 rpworkm~ of Gopthp and f.lal'lowl', lfi an e\IlOlpl(' of 1 his, 

embracing the irrational ideolol1v of RomnntH~ism. YPI .. 11\...1' I.hp NIlZlh' ilS!' of 

German cultural histol'v, Faust i8, in IlIllnv W.'lVS, H c1f>baspmf'1l1 of thl' tradll iOll 

it is drawing upon. Kracauer wrotf> that thl' fIlm "(,oldd not ('()nJIH'n:-'lltl' l'nt' thl" 

futility of its mlsl'epresentation r ' •. of] ail the sl~rllflcanl. lJlotlfs Iflhf'J'pnt HI 

its subject-matter" (Kracauer, lÇ}47: 148). Nmdr>rtlfll, t'I III , SYlllrJjJ·JYl/t· di'." (;,.I/1U'TlS 

(1922) is concerned with radaI purity, altho,,~h In a quit f > f'nl~lllatll' IllllllnPt'. 

Lotte Bisner writes that Nosferatu contains fOr ... ] l'igo!'ol11-. absl.raC'llon whwIJ 

is inheriterl from the finest devplopmf'nt of F:xprl'Rsionism" (J.:iSllf'Y', 19fJ!J: Il H). 

Yet, in looking at this film naw, il 18 hard ta delerrnine whpl,her t.h/" Ilrnbiguit-y 

arises from the Expressionist trad1tion, or from haJf-fot'IIlf.!d "wlsh lIJlltf.!;PS" of what. 

is ta come. Many of the symhols us(~d in UliS film, hlH..:h as UII' VPY'mJn H.nd I,hl~ 

fear of the foreign/Other, foreshadow the mtem.,p!y anti-SenlltJl' fIlml;; of Hw Na~J 

period, such as Viet Harlal1's Jud Suss (1940). YI!! f>ymboJ:-, tl)(,IIl~f;lvf'l~ do not 

necessarily ccnstitute an Ideological posItwn or Ils lack. Can tl'lf'~(' symboll--. only 

89 



1 

The End of HisLory: Cinema and National Socia1ism 

bp l'pad as Ur--phl'nonwna of NaZI iconog)'d.phy, 01' are they read as such because 

Lh<~y [lN! th<> "hlstorH'ul nrdul'(," or !.fIC' "nlln" ur the pl'(~-Na7.1 period? That is, 

arl! Ul(~y givl'n t hlS mC'apIrl~ bpCflUSt! of w hat IS trl the past fol' us, but what 

cam(' .1fLi' l' \ h(':-;p Ll'xLs Wl,l'(! produl'pd? Huck-Morss wrltes "Thp ruÎn l ... l is 

thl' f(J1 nt trI wh/( Il UH' wlsh image:" of Lhp past cenLul'y appeal', as l'ublJle, in the 

IH'ps(!nL /lut Il also l'I-fers Lu the loosenmg building blocks (both semantic and 

mat.I·)'IIlI) (JIlL of wltkh li n"W ol'df'I' ('Ill! hl' cOllstructed" (Buck-Mot'ss, 198~: 212). 

Llk(' th" wc)/'ks of Ni(·t,i'schp Or' Wdgnpr, Nosf(,l'attl, eUH:' Symp!lOT/W dc>s Gl',:1uens 

If> Il L(!xt Sybt>d)('l'g would wall! tu savp t'rom the "historical nature" or ''l'uin'' 

of Lh(' pa',;!. Ypt, wH b Lhf' specLre of Nazism hanging ove1' posL-War Gel'many to 

Il fHI' Hn'a!.pr' (·x!.I~I1L lhan ('ady capilalibIll ('ver dld over flll du sIècle Paris, i!'l 

UliS Pl)SSI blf'? 

Ll'rlÏ lüd'('nst.ahl's Dpi' Triumph des k'illens (t9~~61 113 of relevahce bt~cause 

of lw\' conHLruct!OIl of ldeology through ~.he use of film, and the rclationshlP 

bef.Wf'NI thi.s sort of consLn.tctlOn, and what Syberberg attempts Hl Hltler, ein 

Pilm mis J)Pllt.,>('hhwd (1977). Riefenstahl 's film, more so than any oth!:'r of the 

WPlmar' or Nazi pel'iod, conlextualizcs and signifies both the historie .nd cinematic 

tradItion New Ciel'man CmelllH. at.tempts lo challenge and paradoxically, to E'xorcise 

and rccu}>el'al l'. Der Tril1mph des Jvillen's propagandlslic structure was at the 

cenl.('l' of the Nazi program. Adolf Hitler wrote: 

ACte l' my (~ntrance into the Gprman Workel's' ParLy, l at once 
ovel'tool< thp management of propaganda. r regarded this department 
as by far the most important. For the present, it was less important 
1.0 l'ack one's brams over organizational questions than to transmit 
tJw idea iLs!"'lf lo a largE'r numbel' of people. Propaganda had ta run 
far in adv:lnl'e of o)'gamzation and to provide it with the human 
maLprial la be wOl'ked on. (Hitler, 1924: 579) 

The pPI'peluat.ion of Ideology through the use of cinf'ma IS quite apparent in Der 

Tl"illlllph d('s h'lJJens. The obliquE' Ime between documentary and prapaganda lies 

al. the film's center. rhe film is "about" the 1934 Nazj Party Congress at 

NUl'emblirg. Through baLh polemical speeches and ils formal/aesthetic struct.ure, 

tilt' film glol'ifit>s Hw NaZI Party by prescllting It as an elegant, beautiful 

nwchitH'. Pl'ople ar(' Lransf,)t'med f~'om bodies inlo n1E'chanical abjects. Yet, the 

film is IllPRSy, as it hh'nds documenta!'y cor. ventions with Nazi mythology. As the 

film stUl'ts, HiLlt'l' descends from tht:' clouds down to Nuremburg, and the voice-
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over speaks of Gel'mapy's reblrth artel' the Nazi's l'ise 10 power nitlt'tt'en months 

eal'liel'. The film leaves the realm of th/' IfdoCltnH'ntat·~,,, Il sllppo~('dly IS, IIlId 

enters into the l'ealm of mythology, constl'lIctlng Ih!' IIIlHgP of Nlll'i's "pul'ific,IIIOlI" 

of Germany. The forel: thaL Lhis image hdS, and how IL stands out SI(!P nf t IH' 

realm of " pure " documentaLion can be set'l1 ln 1 hl' followHlg pdssagc' fl'UIlI BlI('\,­

Morss: 

Unhke natural aura, tlw illuminatIOn thaL oialpd I\'al I!l\al.\t's p\'O\ Id(' 

is a medlated exp€'l'ience, Igl1lted wILhin the fol'('(' flt·ld of ant JI 111'1 Ical 
Ume registers, empil'lcéJ histol'Y and J'vlessHlTll\' l\lsln)'). l'hl' aJl'plllnl', 
miraculous object of tnt' n('w nal ure, has 110 t hv()lo~\('al IIwanillg Irl 
itself. Thal. wOlild be phantasmagol'lli (--or\(' t h\llks of 1 h,' IlIIagl' 'lf 

Hitle}"s plane flying dlvinely Lhl'ough the ,",ouds III 1I1t>l'<'llsLahl's fIlm 
TI'iUlllph of The fvÏll). The airp lanc! s tht'olo)., ir al JlI(',ltl \TI ~ l • . • 1 
emerges only in ils "('onSLl'llCUOn" as il htsto)'ic',l! ob,wcL (Illlc!\­
Morss, 1 ~8f): 245) 

Within this film, theJl, Hitlpr beconws Germany's "myl "Il: hlstol'Y"; Ih(' "PUt't·" 

feLish object lil'ound \"hieh Gel'man hislol'Y wJlI Lw )'pbuill. Fl'OIII I/I!' pr'psPllt, 

that view is ultimHtely contradictory, as Ilit/pl' sld.nds ln fol' (;(>l'IIHllI hisl.UI'Y's 

end. The pull betwccn Ll\is filln's St..(-\.t.US Ils (1, l~Ult ul'al n.rtlfal't ()f t.hp IJllst as 

"trace" and present as "fossil" points 1.0 Uw film':,; ('ont )'lld)('lol''( nal ll!'(' 

underneath its seE'mingly straightforwal'd ide()Jo~y. This i:.; ne)\' an at.tc·mpl Ln 

valorize the film on political ground5, 01' 1.0 clallil Lhat 1\ IS l'llll<Lllllf'IILdly 

ambiguous; instead it is an attempt 1,0 pomt. t.o the sh)ft.in~ ht.al us t /11> film haf-> 

throughout its existence. No quesLion, Il WdS d l'as,'ls1 fdm HI 1 :Jt10 dnd l'P/lIIlIIlS 

so. The power of BenJurnin's apprOaCjl is to forefl'onL \'!--J(' ('!Jatl~)n~ )·{JI,· 1!Jl' fdm 

plays as a cultural artifact. What mosL nnalyses of t hl' t'dm CllllrIOI. (·,\JllaHl I~ JI s 

power and pupulal'ily at the lime of its production. Whnt. B('Il,JlUllllI points ln If-> 

that these types of "faets" are har'd la gl'asp, be('ilIll->(' Lill' film was ,tbollt 1 h,· 

future, a "wish image" whpn il was produced; If. 18 now a propaganrllst Îr' l'roll!'. 

Indeed, Der Triumph des Wil1ens is mor~ of il documentary today Lhall II W,t:~ :)0 

years ago. 

Riefenstahl, In her 1965 CahIers du C:inômét intf'l'vip\<\, calls t tH' film Ji pu rI' 

documentary" (460), but then goes on to talk abouL t.he fdm b(!Jng about. "bf'rluty 

[ ••• ] and purifIcation" (460/1)i terml:> exphc.itly lIed 1.0 NaZI Iil'sthl't,H'1:) and 

.,.. ideology. This foregrounds the film's subjective construction, aH Il pollt.Jr:aJ rully 

~" 
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i6 har'dly OtJJH~llvply "abouL" pUi"lflCatlon. Tf Ilnylhillg, IL is about "pul'ity's" 

in Vl'l'SP--UH' fet.lsh. This f··ll.sh, Ill! 1er, ;:-; al. the cpntel' of man y of the CO:-Icerns 

t.hat. wOIJld il/'is!' aH Gt~t'many au'('lllptr->d to l't'trace ltl-; cultlu't:'. 

') hlf-i film 1::; qUlt(· impol't.an' to 1'<<>w (i!!rman CirH'mn. The hlstorical memory 

I.hi::; film r'('p"('lwnl.x h,u.; il gl'pat dpfll to do \\!lLh th!! hislol':'" of German film. This 

iH NiJ)('Cllllly t.rw' of SyhprlH'!'g, as will he' sec'n. J)t!l' Tl'JUnI[Jh des wïlh'ns 

f'ulictionH llH 1 ht> hn,;t.ot'H al nlPlllory of Ndzism for the New German fIlmmakers, as 

al! 01 hel' cldlural nl!>mùri~·s have been blockt:'d out; Il. has a paradoxical 

"l'lrtl.Jonshlp to thl' hiHtOl'~ of Gel'man Cln\'ma and C'f'rmany. On one hand, it 

l'f~pt't'HeIlLs tJ)(' NaZI pasL whkh must be examined, explalncd, and perhaps mo:::.t 

)mpOrlHnl.ly, )'I)nll'mbf>red. On the other, Il repl'esents lhe level of subjective 

('OTl:·;t.l'Uct Ion Inherent In any film texl, and the increasing imposslbilily of pohtical 

cirwma 10 fllnct!on as a vphlcle of awareness and change, inslead of propaganda. 

ln fi sLr'ong f-lensl', the mos\. politica.1 New Gprman CInema 18 an 2Ltempt to unmake 

J)('r 7'l'lIImplJ des Wi1Jens. This can be seen in the work of a vast al'ray of 

polIt.ICHlly comolltted filmrnakt'l's. Examples that come to mInd are Jean-Marie 

S\.rHlJ band Daniple lIullleL's formai and structural experimentation In Nicht 

V('l'Hohnl (I ~HI5); the fernmisL modeis of cult ure.J inqull'y found in Hellze Sanders' 

[)Ie llllseli 115 l'edIlZlE'l'te Personhchkeit--Redupers (19Tf); the variety of styles 

C'/Ilploypd ln thC' omnibus film Deutschland im lIerbst (1978), ol'ganized by 

Alexander Klugp; in Helma Sanders-Brahms' Deutschland, bleiche Mutter (1980); 

and in Sybl,,'bl'r~'s HiUer, ('In Film aus Deutschland. 

DL']' Triumph des rùllens is not a hislorical document in the traditional 

Hcnse. II. IR Il tt'xt thal stands ln place of history, creating a mythical history 

fOl' G(·I'IllIU1Y. In doing so, it points to the faeL that Nazism, so strongly 

symbolizcd by HItler, functioned as a "mythic history" for Germany; the ultimate 

felish. Yet, in ,-iewing thlS film now, it is possIble to see the conflictlng 

el<>menls wlthin Il as a cultuntl al'tifact. HItler, at his peak, was also the "mythic 

nature" of the t'utUi'P fol' the German people; at the very least, he played this 

l'ok of t hl' "wish image" in lus lise of mass communicLltion-··"!.:: an orator and a 

cllwmal le tll'tifact. 1 n man,}' wa;ys, one could see Nazlsm as the product of early 

cap)tali~H!1; tlw fetishizatÏon ot' technology was cel'tainly bound into the Nazi myth. 

lIitll'l"s Nazis, and indeed HItler himself, came to represent the unification of mind 
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and machine; the "fplsp" I\larla in Fi'ill Lang's M('Ll'opù/is (1!}2fi) 18 ,Hl Hp! illlll1-{t', 

As such, when the "myth lTllage" failed, and tllrnl~d ltllo sOIllt'tJllng hubslllllilally 

differenl (thE' Holocaust, fol' p\.amplp l, lt WélS sLlll pl'p-aSCl'lbt,(1 \~ II/lln Ult' 

historlcal mO\:E'menL The \' 1l'\\CI' IH lefl \~lth Del' Tl'llImph dl't> h'lI/t'lI.'~ ,Is /11\ 

allegol'Y fOl' ~d.Lionlll SocH\lism. Tt stands ilS tfH' "hlstOl'\I'alnallll't'" or' Ill\' "l'Ilin" 

of twentwth centll/'y Gprman hlsjol'~'. llf'n,J,llllltl WI'ILI'S t hal: 

The tl'llC }JlcLul't' of Uw pasl rllls b,'" 'l'hl' pasl ('an be St'lZl'd unl,\ 
as arl image which fhsht's IIp dg.llll .lI 1 hl' IlISt.lllt. wh!'1l Il can lH' 
recogmzed and lS nc\. <'1' SC'PTl again. "The t l'III Il h dl 1101 l'U Tl away 
From us": in thE' histol'lCal out.!c)ok of IllsLol'lnsllI thp}>\, \\onis of 
Gott.fripd Keller mark the e>.étct poinl whPI'p hu-,lol'l(',lI IlIlllpl'laltsllI 

cuts Ltll'ollgh hlstot'it'ism. For t'\ ('l'y Im,lg/' uf thl' pasl thllt 18 1101 
recognIzed by the Pl'f'1WlIl as nll(' of ItS (Jwll ('OIH'f'I'nS thl'patprlH 1.0 

disappeal' Il'l'etrit'vably, (BenJamin, l ~}5f): Lf)~» 

The nature of thl:' "dialecticaJ image" ('Olllt'b Lù t IH' r'.Jl'dl'onl III t hlb IllstaIlC!'. tu-; 

a cultural text, D~lr Tl'lumph de... (,y'Il/en':! t j':t<'t'h (~('rmHIIY 's LwpnLlt'l fi ('l'lItu l'y 

history backward to fin du SJècle' HomnnUCISlJ1 and fOJ'\\ard ln fjl(' pOSt.-WIlI' 

cultural abyss. Riefenst.ahl, ltI producing Ihl'sl' imaw's, had Tl() WH,\<' 01' hn()WIIl~ 

their past and future cultural signification, as the "wlbh IIllal~(," 01' UI!' 1'11111/'1' 18 

ét dlstorted vie\\' of her present. TrI!' "tl'W'\'S" t hl' 1",\1 ol'l'f'l.., pUlll!. IOwIIl'd t hl' 

value of Bf'njarnin'::; modpJ of histol'Y and how il can tH' appl!ed Lu film. Illstt'ad 

of generating Arbitl'al'y l'padinf~~ of Lexts, Benjlllllln's l!lod!'1 IpLs UTlI' Il'11('1' 1 hl' 

historieal and cultural function of a te>.!. t.hrough hlstol'Y. 

Douglas Sirk's German work lS dralllatH aIl;.' dlfl'I'I'I'1I1 1'1'0111 hls IllIH'h­

valori~ed Hollywood me}oùl'amas. Ont' of 1 he questIOns J'IlIi-l'd by hlh (;Pt'IlHIrI flllll!' 

is whether a historical trace can be found thl'otli?,h 1'(';tr-VI('w IlIll'l'Ol' of hl:~If)II( al 

contextualizati0n. Sirk, in one of hls many l~ll(,I'Vlf'W1-i ln LIli! lal<' I~HjO'I-1, aIIPlllpl:, 

to revrrite himself and hls fdms, arguing that hls G(~!'mall fIim~ cUlIt:lII}('d Il ~:tr'()ng 

social critique, Yet in viewmg his last Uel'man fIlm, Ln J/a!J./llt',",'! (1 ~):n J, Il ('lin 

be easily seen lhal he is upho!ùmg Hw myt h of PIU'II y bO favollr'('d by Uli' NIlZI~. 

This film l'aises inleresUng questions <illoul the t'f'contpxtllaIIZllllon qf 1 hr' pll1'>1. 

into the present; an argument central to B(~nJlllllln's U\I'ory of history. ls 1 hlb 

film simply indefensible, or does it provlde t.he "fosHilb~l'd t racf'" of t.hf: NaZI 

period? In other words, is there an undercurr(;nt Lü hls film that is l(mL in Hu: 
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misls of hiRlol'Y tH'('aIlS(' uf t hl' ovcrpOWel'lllg' spectl'P of NatIOnal Socialism",53 

Cornplll'I'd 10 I</('ft:ns!cdd 01' ~Illl ndll, Sirk 's Gl'rman films ,U'P less 

st l'Iii g h 1 fOl'wa t,cl 1 y i rjr·nlugkal, 

Hollywoud t'l'om (,f'I'matl~ in 1 ~J:H~, aftt'I' Il onef stop-O\ f'1' ln Holland and r'rance. 

ln thr' ,'unt./'xL of bot!l Wei 1111 li' cinemallndU1PJloll.vwoùdmelodl.:1.la. SIl'k is an 

1111 [>u/'tant fH.(lI/'('. Hli.,torlt'ally, llf~ plays a pl\utal 1'01(' Hl triP 1'111 ·IYSIS of New 

CiE'l'llIan ('lrll'lIlll, rt!-> hl' madl' films in WeImar Gel'many, then came h the l nited 

SLaLE~S ,wd dll'pdl'd Hollywood m('lo(lr'am,u~, whi('h ln t Ill'n hnd a grl 'lI mfhll'nce 

on t hl' work of ElllnPI' WPl rH'!' FaSSOlndel', wlth films such as Dw blft"l'en Tranen 

df'!' H'/nl von han! (1~J72), Angsi Ess(>n SeeJe Allf (197;n, FontAne t..,'ffl Brwst 

(1971), and LilI ,"'I.'u'!een (1981). Fassbmder, in Lur'n, atternpLed lo mesh the 

subvel'slvP lJlf'lodrarnlls of Slrk wllh the> finli-l'cahst theories of alienat .. m round 

ln B l'PC h t.. 0,4 

Sirl'.'h lal,t Ge "OHUI film, La Habanera. is a pl'oblematic, fictionahzeG Lexl of 

Gel'mall ('ult lire and l'iRtory. L'l Haba.r.era tells the story of an unhappy Swede, 

Astrép (ZaJ'ilh LE'allde t ') who i8 lrapped in PuerLo Rico. She thougbt il. was 

pfu'lldh;e whl'n she married hel' Puerto Riean hustJand Lhere, but t urned out Lo 

tH' 1:1 fOJ'PIgn }wll. A myôtel'IOUS flu IS killing Puerlo RH.::ans by the hundl'eds, bl..!t 

53 In this Jnstanc(·, Lhel'e are similaritips between Benjamm's work and 
Siegf['ied hl'élCflUer's book From Cahgari Ta Hitler: A Ps.vcholagical Histo1'Y of The 
Gt'J'lIIfHl Film (Princl'ton: Princeton UP, 1947). Krac.auer argues Lhat. German 
F;xpreSHIOr\lst film played a major role in the rlse of Nhzisrn in Gel'many. He does 
LhlS th"l1l1gh l'pt,'aclng UH' Na7.1'S perversion of romal'!.iclsm and lrrationality to 
Wf'imHl' 1W1'Iod films, and combinf's this wH h Il rudiwentary analysis ai the 
psyeho)o/{y of ftlm spl'ctatol'stllp. Rpnjalllln and Kracauer have silllilarities 111 
their dPSll'P to ('onstx\lcL t hl' pre!'if~nt out of traces fOllnd In past cultural 
1.ll'tlfRcts; 1 hey fundampntally diffet' III lheir analysls of tne l'ole played by these 
Itl'tifacts. FOI' Kl':tcliuer, fIlm had a direcL causal power; for Benjamin, an 
l.u·Ufne! 's hlstol'Îcal t'ole (ould only be conceived through ils fossIli:!',ed tt'ace in 
Ull' pl ('SCflt. Fol' a fUl'ther analynis of the relatlOnshlp and discrepancies 
Iwt.wepll Hpnjanun and Kracauer, see David Frigsby, Fra.gments of Model'nity: 
Thf:'ol'les of /IIodf'I'llJsm ln SimmeJ, Kr,';/C8.11el', and BerIjamin (Oxford: Polit y Press, 
1985). 

54 Fol' an analysis of thl' relatlOnship bE'tween Sirk and Brecht Hl the works 
of Fassbll1dt'1', "jpp Thomas Elsaesser, "Primary 1 dentification and The Historiea} 
SubJect.: Fflssbindet"s Germany," Cmé-T1'8cts 11 (1980): 43-52 and Paul Willeman, 
"DlstancldLton and Douglas S1/'I-," SCl'een 12.2 (1971): 63-67. 
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her husband (Ferdinand Marian) dot's not want a ClIl'C' to hl' fOlllld, m; thls would 

prov(> the disf'll.se exiBts, and l'IlW Ills pl'odlH'P businpss and t Il(' t'conolllll' 

sLabilit;y of the country, Sirk spes UliS film ilS a pipef' of SOCIII\ ( t'II Il'lSlII, "! .. ,1 

an anti-capitahsl film" (Haillda~ 1971b: ;)0). \"('l, IL H-\ nlsn qllilt- pos:--'lh\l' 10 1"'11<1 

the film as Pl'oto-I...;azi. The hlf'rardllcal bin:u'y opposll.WTI pllt III l'lw'(' 11I'\ ",('('II 

the beauty and pul'it:, of Ihn Sw('dJsh \H)[llltn (Hhe IS 1lI1'laphul il ,dl) d{'S('I'lht'd m; 

pure, v.. hiLl' SfIOW; 1 tlls is rl~pJ'(·spnll~d boUI \ Pl'ball~ Ilnd \ 1~1I1\11~) Illd t hl' 111,11-

like sichness cf PlH'l'lo Hlcn Illlplièltly holds up Uw An'illl Id!'olll~ \ uf 1 h,' t-llu;!toI' 

Raee. SlgniflcanLlY, Astrt-t"s young t\t'y,U\ son duf'~ nol d Il' ,\ hpl! Ill' gl't s 1 hl' 

fever, hl~ J\lst gl't,s d bit slch. OllC(' r\sll'l~(', hel' :'011, and il Sv..'!'dlsh dUl'lI)/' !t'llVP 

Lhe island, Lhe dlspast- is fol'gottt'll, 1I11plidtly slgnlf~ In~ ! hlll as Intlg Il'- II dOl':'; 

Clot effect the wlutf' peoplP, il. 15 II'I elp\ an!. 

Sil'k acgut's thal pl'ulo-fasclslll IH nol an t~I.'nlf'!lt (JI' Ill~. fdm, .lS llf' w<u, !toI 

a Nazi. This, of COlu'se, IS ll'l'E'lpvanl, bul It l!'i ÎnLp)'l'sl lT\~ lhal il (;l'l'nllll1 

filmmakel' who look <l de{~)d{~dl,\- ,uI11-Na7.i stance cuulr! ('nd III' dll·(·('t.in~ d film 

which had so mdny fascisl. IlllplÏC'ations. !\1any ('l'JUCS (nol ab!,\ And 1'<'\\ ~:ll'I'I:';. Ilnd 

ln èl 5trange twisl, Laura Hulvey) ar~lI(, that Sll'k was dblt, tu IIII.'I',/I'(! Il llli of 

his own pel'sonal RI ylp into the studlo-pl'udllc'pd IIc,lIywood fdlllh:,r, Il Ih 

interesting 1.0 see that Ihis mode of analyslh is nul so l'asIly applll'lll>l«' Ln his 

Weimar f1lms, unies!'; one wants ta c1aim t.hat Sll'k was a Na?I.'!> 

--- ---------

55 Se(~ Andrew Sarris, The Amel'lI'nn ('Jnt-'nw (Np\,' YfJrI,: Illliton, I~HiH), 
"Toward A Theory of Film Histol'Y," 19-37, ,md "Dougl:u.; SIr"," l(J~-IIO; Laul'a 
Mulvey, Viswû and DUIf.'!' Plei9.8/1res (Bloomington: L Incl!.uJ:l l', 1~IH~l), "\Jnll'S O/l 

Sirk and t-1elodl'ama," 39-44 and "Fassbindt'I' .tnc] SIri,," t~-I:l. 

56 It has becn at'gued that Sil'k'::; Hollywood lllPlodl'Hlllil:-' alll'llIpft>d 10 P/lgilgf' 

in social cnLiciRUl. To a ('prtfull !'XLf~!lt, ! flt,y :-'\I<'('('(:d(~d. 1 hl' IJ\lpOl'tancl' of 
looking aL Sirk's Hollywood filmh, ltl Ihn-. <,ol\l('xt, hf'S ln trH' .... llllt .. l{IP~ hl' Il:-.r'd, 
as these strategies w('t'E' apprupl'latf-'d by Wf'J'np)' I1atrH'I' l'H!"shltldf'l, whl( h IH' 
used ta critique German cullur'p in Lhp 1970's. Si)'k'~ wu/l, Itl 1 hl' !lwlndlllmal if' 
genre, exempltficd by films s\h.'h I\f> t',lagnificclll. ()}J,'it'S."'O/Of/ (19:,1), AJI )'Juif 1/,,:/\ ('II 
Allows (19fiG), h'rltten on The lv'llId (1957), and 'f',U'[Jli·;j](:d ,\rll';"/', (l~J:;H), :.C'I(­
consclOus!y dpfllOnsLl'aLed how the genre was sLrllcl.1l1·!·d, .-tlld p.lradlJxJ('lilly hCJW 

the genre ('ould be Lranscpn(-!c'd and '-;ldJv('r\('d for t hr' 1111I pu .... /·!". of o.,u('11l1 

critique. 
In Wl'ltten on The hfllld, UI(' problems whlCh far /' KyI/' !ladlr'y (!lrJIH'I'1, 

Stack), Lucy Hadley (Lauren Baealll, Marylee Hadl<!y (Dorothy Malon!'), lind Mitch 
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\ltW uf lh,' fllllJI' l', ('Ilib"dd(·d h!thlll thl! L,dl' uf a nlTlchl(>nth ('ènl.tll':- woman 

gUIlIg off Lu .l .. prlllllt.H ,." 1,1Ild. lllll-. 1111\ uf 1 ht· uld dnd thl' rl!!\'\ IS ioq>OI'Llnl., 

LhulIgh III dJ'.UlIdtll,dl,\ dlf('l('rli hll.\!-., lo balh 'Ù1ZI Ideolog~ d.nd BenJanlln'!-, 

,)f ('tllll/rai llli:tgl'!-,. hl1l'h-~l()i':-'::' ljlj(ll, " IIt-nJ,llHltl III 1"llgLh: 

Tu Ih(, fOl'lll "f Ihe n ... \, 1lI1':-ttl!-> of prOdtlctlOtl hhlCh III lh.; !>(!gllH1Irig 

IS 1>\111 dOllllflril"d li) 1 hl' alti url!' (;'!dl'\'), I}l!'re ('OlT('~~!Jond in tht' 
('()l1('('ll\ v ('(,HIS('I(")tl!';r\l'~!" llllag('<., ill v.hwh the IH' ..... 1'> lfl!.t·!'mlnglprl Wl\ h 
UH' old. Tlj{':~!, IlIIag .. :~ m't· \\<Ish Illlagp", ,llld ln thc!ll Ih" colkctive 

'.-illynt> (Ruch Hudsun) .U'(> ,dl bn.~pd, Imphdth, on d18t l'l'pdW:lt'S \dthw the 
Amt·rl,·tUI ,'lass Sj ~tt·lll. Sll'li dt,,·:;t'I'ibvs !t as "[ ••• 1 fi \-Ilece nf l:iodal cl'lllUSllI, 

of !.tH' l'wh and 1 hl' spoil(-d of lh" '\lllt!)'ICan filnltl~ [ ••• J il (Ondlltoll uf ltfe Îb 

[H·inl,t pu!'1 !·a .... t·d, and JI) IILII1,\ J't'SJ>('( 1 s, anl Il ipated, \\ Juch II::. nuL unllke t.oday's 
dt'cl\'y!n~ lIud l'llllllbllrl~ ,\Illt'Iïcali t>ocIt'L,'" (lIfllliday, 1971L: IlG). Ihp Lt'tlSIOll 

lH'lwl'I'1l I\yil' and IIIS tw:,,1 frlt'lld, \lltdl l~ based 01\ lllPll' mutlla1 10\(> 1'01' \\,Yle'b 
w.r", I.ll('~, bill Ihl" Il'flSIUt! I!-> pldJ,'d ouI t.lllOllgh t,he dls( n'[JarH.:\ bl'L\\{'('ll U\\' 
l'\('h, ":-11', dlHI tlJ!' IlUI-:"U-I]('h, :-flkh. BeCdtl~,'! uf Ul!~, the ~u(idl S,\3tem i:" 
!lIlpIICdLf'd il:" 1 hl' t'dll:~l' of Uli' Ik:"pfUI" 1)1'1 \\t~ell t lie lhJ'PL Pt'ol/JI~. Ill< CC.il)(,Judlllg 
S('l'Ilf', \\ II Il 'l,li ,) h't', \\ ho 11'\ P!-> 'l!tch, holding ontu d n1IIlld.tlln' ,j!l "'t~ll, lJ1II'I'OJ'lllg 

th" llll.lgt' ur hel' f.dlwl' haflgÎlIg l,,'hilld Ilt,l', :-,hu\\s the final, Il'omc fdlslL; of the 
:\111"1']( dll \ .dUl' ,,~ !.t'·llI (l.l'. l :lpltalÎsml. -\5 Sld" sa~, s: 

1 ... 1 HI(' • lId of Il l'lttl:'ll on The h'inU IS tnghl,r slgmfIC "r,t as ffll' 

as [11t(' fllllur'l' uf dit' o.\llIel'lca class sysLem]ls COllC{~l:l('rl: 'faloll!:' has 
lusl t'V/'I') t tllllg. 1 have put ,1 ~1:Jn the!'/' llldJt',Ülrlg thls--\1alorw, 
alol1l' , :-'1\ \ 11i~ \ 111'1'(', hug~illg t.hal gad-damr\f'd oJl-hc11, h:ivwg 
nol hlllg. Tht' oi! \wll h tH< h lS, l thlllh, cl l'al hel' fl'lghtenmg S) mbol 
ur ·\lllt'/'It'iln SU"lI·t~ (Ibllldll~, 1971b: ]]9). 

SirI- SI ln ('i'ds dt hlS PI'oJ.·(.1 of lIlJt'dln~ fIlt'lodr'ama Wlt 11 il u·!tical t>dge, as his 
flllll h'OI'!-S on lll()I'(' tll,Ui ont' Ip\ t'l (flltH'tlOnltlg both as entel'Iamment and SOCIal 

('»ILI4\1P). 1'1\I~ IS \,h,ü Fassblndp)' dl'd\," frolll, l>XCt'pt hi! hants lhe rclallOnship 
tH'I\\\'t'll 1ll1'!Odl';illld and SUCl,t! (,l'itILIU!' un the samt> !t'v/'l, dlaJecL1c(dly pOslt.lolled 

\\ il ""I UH' (,ll\t'lllatte Le\l; ,1 sl!'alpg~ IH' Ill::.eS III Dle blttel'efJ Tranefl dul' Petra 
\ Uli nlln! (lHï2l, 11l8'st !':s;,:;en Sr>d<' . .111f' (1973), ,.md DJe Eht' deI' of \1:,,1'1[1 Bl'aun 
(197H). IIls lalt'I' films, such as LIll ."fur/t't'Il (1980), Dle Se}ll1slIrht (if'/' \'erol1lJw 
i()s~ (19HIl, and 4l1lL'l'dle (l982), Jose élny slgn of th€' possltJlhtyof social 

1'11Lli'iSOI, and bt,'comc "pastlchp" n\{'lodl'amas, which l't>lfy the exact ~ystems 
(fllsl'Îl:>m, fUI' plI./'lmplt') t.hey supposedly oppose. 
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attempt.s la lrarlscend as \\'t~lI as 10 1Ilunlltlf! Ihp Incomplplt'Iwss uf 
the social order of productlOTl. Then> also ('nJer~es in t hpsc' wish 
images a posItIve stl'Îvinl5 ta set themst'Ives off from ollldllh'd--1 hlll 
.neans, ~lOwevel', 1 he most 1'(->('0nt pas!. Tht's(> imH~('l' I\lnl 1 lit' IIllIl~(, 

fantasy, thdt mflintams ,tg impulsl' from ttH' fl('W, bllck in Ih!' ('l~ 

pasto In the dream in .. \;hich f''\fr'l';\'' ppo('h Sf'~'S tri 100,1I.{PS th!' ~'p()('h 

that fol1oW1> , tilP lflltpl' ctppears WPc1d('d 10 f'lpll10nts of 11'-hl:-.lul'\. 
that i8, a elasslf'ss SOCw.y. Hs f'lI.l'f't'kncps, "'.'\1\,'h ha\ (' t Il\'ll stnl':uJ;l' 

place in t.hp Iln('onSïlOIlS of the> l'OIlI'('tl\l', ptndlll"" III thl'II' 

mtel'penptratlOn \\iLh th(' rlf'", Hw 'ltOl'lfl thal Il,\s Idt ite; tl'IlI'(' 

behinci in a thollsand ('onfi~lll'lli IOllS of lift' fl'om P<'J'!llIlIlf'llt bllilclltll~S 
to pphpmel'al f:l<>hions. (HlIrk-Hon;s, 1~)H0: Il,n 

At th(' CIISp of tht' '~pima,I' and !'Jazi ftlm mO\PIllPntf-, lÎ!'s UIl<.; ,llllblL!,lIlt:V bdWt'('1I 

past and 1resent. Rut on t.hp leYE'l of the colh'd.iv(' \wconsciol\s, t IH' flllllrt' is 

predetermined. Bf>I1Jamin, Hkt=' hraCI111pr, wOllld arglH' th,l! th/' fllllll'(' Nllzi 

symbols present in tht=' WeimA.l' films of Murnau and SirI, rO\t1d only If'nd t.n (Hl!' 

logical conrluslOn: \l'Rtional Socmlism. 

Yet, because of LI)!> out come of the \\111', bol h 1 tH' "wlsh illla~('" Ilnd 1 hf' 

"fetish" of the Nazl IWl'lori fIlms wc>re didplao,d and r(·pl'(·sst'd. T~w rww nWfUlf. 

of cultural prociuctlOn, and the prpsence of cultural art ifac1 S 1ll'lHlng fl'Olll Lllal 

production dld not take pl:=tce. 1'0 spe:=tk of the lustor'y of UIP N,t;';1 !JPl'lod III 

terms of natIOnal ldentity leads Olle du'ecUy 10 1 he cult tll'dl 1!;llp Lhat folloWf·d. 

These text.s, thf' films of the Wcuual' anci Nru:i ppriods, l Ill'.l{UP, arl' th(' "/'o!->!-til!->" 

of New German lnwma, 

After a more thorough an:=tlysis of Bpnjamin's Uwory of histol y :md ('Ilit UI'(', 

we will look at New German CInema, flnd the ClneTllHtic text!-> From (;l'l'man clllLural 

past upon WhlCh it has built ItS OWII "rnythic nallu'p," Ils IlIlag(' of tlw fllfu)'{', 

through an analysls of its "naturnl history," lts T!lP/nOI'Y of th(' pa~t. 
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Part Ill. Cu/tlJrf', Muss Culture, {wti l1r-llistory 

Fundam('nlal La Ben.J<tnlln's !':iSSfJ.gen-lI'prk IR the dlstwcuon between 

"cullut'f'" and "mass {'llltlll'l"" lllld"l~ tllP common dlstJncllon, which argues the 

diffprl'tlC'P .'>.isls bet\"'f-'en "hJ~h" and "low" f(J)'ms of cultural proouction, 

BenjHnlln's stl'atf'gy IS to dlsLlIlglllsh betwE't>n tne ~lI';;torkal function of cllltllt'P 

and mass rultllt'(>, Mllss ('Idtllt'P I~ intt'In<.;jr'alh tlPrj 10 Adorno's nntion of thp 

"Culturf' Industl'Y," ln thls lTlodpl, ('IIHurp IR in('xll'ir'nhlv tlpd to hi~tot'v. Y,">t, 

Rpl) iandn',-; rnndf'l of hi"Iorv le; H r~d ,('~1 hl'f',:-d.: ft'OTn t hl" ronr'f'nt 'e; trFlflJtionAl 

dpfiflll ion. HI~ mOf!\'l of hlstorv, h.'1'-.pd on thp rlirllprtirnl nntlll"l' of thp hic;to)'wfll 

betwf'pn hlRtol'Y, ('llIflll'P, film, flnrl rnPITIOl'\'. Whpn onp wntpR or lillks <lhOllt film, 

Hlp l'Ïnpmlltil' Il'xl 1'-: nlwav"i flltt't'I"d throllf!h thp p1'OC('8S of T\1pmOI'v: th!" film is 

thprpfnt'p t'/'lrlf'mhPI'pd HH fi HPt'i0s of Dflrts constitutml'Z é\ wholp, and not a lInf'nl' 

I1l'f' sel{'cLt'd and siftl'd \hl'olllxh from fht' wholp. Rron mnl1n'f; modp] of hislol'v 

functions <hall'cfllcl!ly, as m;lSS culturéll artifacts banl! off p;wh oU'lPr, creatirl!! 

r-ombltttJrl~ disCOIIl'RPS ! hflt do not point la pro{!rps,-;. but do point towélrd chéloge. 

Both Ren Jamin's concppt of hisLol'v and the wav thp vjE'WE'l' r('members and 

interpn·f.g film 18 hased on Il 8patio-lpmporal model lhat does not conform to 

lin{,fll' cflusalitv: III othpr words, historv is not constituted bv the domInO effeel. 

Thf' followinl!. t'xampj(·, wlull' somf>what bizarre, points 1,0 the tvpp of tholll~ht T 

alll attpmpting to d('scl'itw. Kurt Vonnegut, in his novpJ SIa.Il!.fhterholise-F'ivp, 

dt'S(Tibes thp way (lis little grpen aliE'n creatl\!'\"c;, the Tl'alfamadorians (slldion 

('lIP bodh·s. ft litt If> hrmrl At thp t()n with rm pw' lodftl"d in HL "pp tin1l::' ilS R 

wholp, not ft C'ontlll\lil\'. Vonr1Pltllt wrih-'s: 

Ali the' mOT\1e'nl s. ]îA"t, prpspnt, And flltllt'P. fllwav" hAVP p\lRtpd. 
nlwavs will pxist. Thp Tl'alfamarlm'j.qnc; ('Rn look nt R]] t hl" olffprf'nt 
monH'nts jus! OH' wnv WP l'Rn look Rt FI Rtrptrh nf thf' Rorkv 
Motlntain,,>, fnt' instRO('P. Thpv ('an Rf'P how ]îprn'Rnpnt l'Ill thp 
mompnt~ Il!'P. ano thpv rRn lonk At .qnv mOlnpnt thnt intpl'p"t" thC'm, 
Tt is illst Rn illll"lOn thnl hPt,p on F.Rl'th thRt Oh!> Tn()Tnpnt folloWR 
nnnthpr' onf' likp hPfiO" on ,1 strm!1. Rnrl thf1t nnl'P n mompnt j" !tonp, 
it il' !tonp forpvPl'. (Vonnp·l11t. 1 Gf)n: 97) 

Whilt- thiR i" A firtjonAl l'onc;tl'lld of ,q fwtionRl rflrp of <;lIrtion-run nponlp" it 
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str-ikes me that it is as ~ood IHl p'\Amnlp nf 1 tw \ il'''''~'t·'<.; P\ PI'I'ipn('p ill t hl' ('111"11111 

Within thp ('onrpnt of hi~tnl'V, Illllt-' mrlwl1tps qn('IHI Chatlt!f' llnd f tH' 
Il nlfl11 "'npc;s and irrpvprsihilit v of hllman f'vpnt s. Tl'arlit inTlHlh', It hns 
ts:lkpn on mPAnin~ in oJ)position 10 "nAluri'," ln ""hich finit' IS (,hall!!" 

onlv HI the sense of cvclkal /'i'pptitlOn, 1 HlICk-t-101'SH. 19Rq: f)9 

Theodor Adrwno pomtR to whf'l'p Hi'n lllmin's t'nc!wnl h l'P:I J, wd h 1 hi" nnll()1l "f 

historv takps nlari'. 111 his pC:;"lnv "A PorI rnit of WAJtPI' Hpt11!lmin." .\dnt'no 

descrlbes Ben)amir,'s thpnt'v of hi"trwv, H" ",tlltp",: 

Thp PC:;C:;AV RC:; fnl'nl ('OnSlc:;t<.; Ir. th," flhllitv tn f'Pl!At'd histm'jf'HI 
mompnlc:;, fTlflnifp<.;t:ülnn" nf t h(\ oh lpeti\'p ~nil'it, "ellltll)'I'," AS thllll1!1l 

Ih0V Wf'I'P n[lllll'.'ll, Hf>n wnl1n ,'nll1rl (~() thl<l !lS no on" <']C:;I'. 'l'lit' 
lotl'llitv of hl"" t h()ll!!ht )<; eh;n';wtpI'17Pd h" whlll 1Il1t" h .. ('nll"d 
"nfttllral tllstorv," Hp ",'olS dl'''lWn t r ) thf' 1)('lf'jfil'd. fl'o/l'n. nI' Ilht.,nlt'I,' 
plf"mf"nts of ('h'jlilftl i,ln, tn 1'\"(')'\ 1 hln~ ln JI df'\nld nf dnlllp,,1 i,' 
vitl'llit", no lpst., Il'I'~,,,,,i,,'ihl\ '''flll 1" ttH' ('oll!·t'\ol' to fo';~ilf's rSIr'1 O!' 
to thp plAnt ill 'hl' hpl'h:H'Il1nl. Sm:"l ,,1 ,<-.~ h dl" "ltll.'llninl.! Il 

landscape upon v. hich ";lIOV. fpl1 wh('n "hook \\'Pl'f' :unnnl.{ hi" 
favou!'ite oh jé'C'ts. TIH' F'I'PIWh wOl'd fol' st III-bf!', lIat 111',- II/orte, 

could bf' writtpn n.hoVt' the pOJ't:ds (If his philo<.,oph,";11 dungf'ons, 
(Miorno, 1967b: 2~~) 

as a radIcal hreak from tl'fi(ht ion. 

of c1vilization" (Adorno, 1967b: 2~3) a!'(' thp hislm'w.'ll t ,'il('PS Ihlll III·nJHfIllfl. 

through his analv~ns of Uw Arcades, Rttempt s 10 IItwl'Ht" and !,pnmt("..t,uall/.I·, 

The Immediate qUE'stion is, of COU t'se, w hy ': 

traces pointed ta the failul'ps of bot h hlfo.tO!'wn.l IH'O~I'PSS and 01 LIll' bOlll'gl'fJJ!o,If'. 

These marginalized, mass cultural traceR wit.htn the ,\l'CddPM had to he addn':'-'!o,f'd 

in a self-consclOlls nlanner by the pass(:I'-by; Jndet~d cultural ~('lf-, orl!,,('lfJll!HlfobS 

57 For a phllosophically ngorolls vicw of nWfllfJl'j thal (~LhO('h Bronyulllu':-. 
approach ta history and Vonnegut's apPI'oach to Tralfamadot'IlUi /lw/JI<Jry, b('" 

Benedict de Spinoza, "On The Improvement of Hl/man L ndp/'staTidillg," ClIno{ h'orl,t, 
of Spinozfi, vol. II (1951): 18-;\3, esp. 31-3:l. 
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"self-eonsclOusnpss," ln thlS Instance 

w')uld irnply Il ('ntkal HWlU'Plless of or}("s sIH'roundmgs. Buck-Mol's8 writes: "Thp 

way t II!' past ('unfrontf'1Î ont' ltl these negleded I\t'cadps as freely associated, 

lon~-f()l'gol tl'TI IlIIa~(>h, .... I\S an l'xtprnal ph) sj('al ('X}>Pt'IPII<'P that paralh'led th~ 

InL(!l'wtl, ITIl'lILtl ('\f)('I'lI'IH" of 'Involuntat'.'I nll'nlol'Y' d('srt'Ibed ln M:ll'cel Proust's 

H(,Illl'l1Ihl'/-tlJr'(' of l'hlflf';S /1,1:,1 [ •• , J (Bucl\-~l()l'<-;s, 1989: 3H). 

If t11I'-. l'. f,U, U1Pri ('1111.111'(' IS \<hat Wf' ('\.Ist wlfhm as IllSlol'lcal slIbJectsj 

!(JIlRS (Idtlll'P l'·. fOI'Illf'd hy t lw arLlfacls \'; hkh, throlH?,h !JIPlr hist.orical l'oot and 

I!XISt.PIH (' Hl 'hl' pl'p"pnt, 1>10.... apal'" (ltlLlIl'P, ll'avlng room fol' a radlcal, 

dIldl.('tlclll hl~,I()IIC':d lIlalPlla!JsllI, ThiS st;lflJ~ ln oppo<,IIIOII to ·\dol·no's \'erslon 

of t.he roll' pJdYl'd b,_ tilt' !lrl ifiH":' jll'fJdu('(·d by t fw "('lilt Il l't' Industl'Y." Buch­

MarRI-: Sllllllll!ll'tZI'S Ht'riJaCIIln'~ .t1'l!,lIl11t'nL dS follo\~s: "HerU<llllln \,;ilS sU'w'h O:'l an 

lncont('s!ahl<', f'1Il[J!t'j!',t1, fac!: ('ortSlstt'ntl.\, wh<>o modr,l'tl ttlrtO\allUnS .tppt~ctl'ed ln 

modprll h\sto)'Y, 1111'\ Look th\' fOl'm of hl:"Lol·ll.-t! ),,,,,t II ut l(ln~. 01'\, 'fol'lIls' l'tted 

postlllod('I'lllst~' jJl'()(,l'l'dlllg hUlI, BptlJ,unm dlc! not looh al this O('c\lr'l'(~nc(' as thp 
'i'l ,'pllltl\'lzlltlun of hlslor'y. InsLead, BpnJamtn Ill'gued that Ihls .... as the way in 

whlch IlW.ss (,lIltlll'l' l'l~1 olJt('xt.udlizf'd thl' p<lst. In the> pre~·wnt. as a dialectical 

PI'/lX\::;. 

Tht' lIlass l'llltllrai cOlllrnodity il-:> thell central to the notion of history 

Bt'nja/lltrl ruts for .... ul'd. Commodlties within clllturp Lahe on diffp'rent meamngs 

ILS tlfllP ~o(' S b~'. Pnl!hl' {Jostlllodernism, thes(' mpantn~s dre ascribed in thF.' 

objpc! fl'om t,h(, IllOnll'nt il is manufact ured; Benjamin's analysis. lS an attempl t.o 

51> Tlus 18 thstlllCt. from lhe si>lf-l'eflPxlvity found In the work of Adorno, and 
to ft ('('t't.ain l':-..t\'llt, lh dwr! t-tal'C'1J8P. l'he diff('rence between self-consclOusness 
Ilnd si'lf-I·t-'f1e\JV1!'~ IR il qUE'stlon of th(' plac('nlcnt of the dullectic. In Adorno's 
wOI'h, th" dtal!'('!,\(' IR l)(·tv.t'f'll ~lIbJcct and cultunll ob.Ject; in Benjamin, it is 
bpi Wl'PII al'llf.l<'t s, ,lS II\!' subjt·ct is distancJatcd fl'OIll thE:' élrtifacls, while comphcit 
lT\ 1 hl'Il' Pl'odlld 1011 .ulcl ('IlHllt'al :"Ignificanc p • Sep, for f?xample, Theodor Adorno, 
"Sub.Wct alld l)by'I'l," III .\rato (19H9): 19ï-511. 

5'1 FOI' ail <Incl!) SIS of the l'('lated rnelaphy~iCs In the works of Theodor 
:\dul'no and Lyot:wd's postmodt'l'nIsm, St'e Anne ~leae Hjort, "QuasI una amIClzia; 
AdOl"ClO Hud Philosophtcnl rostlllodel'nism," Np .... · Orleans Renew (1984): 74-80. See 
abw Chapt~'l' 'l'wo of t h.' prps~'nt st.lldy fol' <ln E'xaminatlOn of Jean Baudrillard's 
l't'Iall\ lstic vie\\' of cullul'e. 
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"defosS]lze" objects in ordE'l' to forefront. a radical, dirtlpcLkal bl'pak bl,tWt'Pl\ 

pasl and presel 1t.• ObjE'ctl. are bol.h in a slat.e of sLasi!';, as tlH'Y Ilrt' pl'P­

ascribed, and In flux, as tht'y éU'(> forever lwing l'(,l'Onl.p~l.11allz('d, 'l'hl' obJ('('1 ih 

not in a state of "bpcoming" 01' D[lseJnj instf'ad Il changps as tht' 1'II11ul't' 

It is aiso impo~'tllnt La note thaL Clilt lIt'P 18 tlo!. ('ngll~itlg ln 1111::-

pl'ocess, but mass CUIt.UI'P; the commodit.y undergoE's UH' changc'. )'t'L, CIII\.uf't' ih 

l'adically altel'ed by I.he hlstorical chaos causeù by t.he lIIass cult.ural IlrLiflll'l's 

intrusion on the present.. Buck-Mol's8 describes t.he \'01(· playpd by Il\a~·a.; cul\.lH'al 

abjects as follows: 

As fore-hisLory, the objects are prototypes, {1l'-phenomena !.hal. ('an 
be l'ccogmzed as !-JreC'lII'sors of the present., no matl.el' how distant 
or e1Jtranged they now appeal'. B(->rtjamin implws LhaL If tht' fol'I'­
histol'Y of 8'1 obJPct revE'cils iLs possibiltty (mcluding It s UIOP\llIl 

potential), il.::o aftl'r-hi.;;lol'Y is 1 hat w1l\('h, as H.t\ ohjed of' nallll',tl 
history, Il ha:" ln fact become, Dolh 8.1'(' lE'Lllblp ""tthltl Ih(· 
"monado]o;opcal sll'lIdul'P" of the histol'lcal oh,lccl. t hal. has tH't'n 
"bla.sLed free" of hislory's continuum. \ BlIck-Morss, 1 mm: 219) 

For Benjamin, then, t.he pa.st a.nd present /tee t'onl:UI'l'l'nt ly pI'p~r;nL wil hit! Lllf' 

object under question. Yet, rC'contextualIzing an ohJecl in thls milnll('t' dot's fIlll 

seem, at fil'st glancp, to be the l'evolutional'Y ad BC'nJarnin dP~ll'f'S, 1 f' oh.l('(·' s 

have existf'd in tbis Illannel' since Uu' l'Îse of indusLrializal ion, how do(>s 1 hls 

"blasting fl'(>(' from t.he hlstoricaJ continuum" bpcollll' il l'adÎC'al HCI. now') 1\ 

theorist such as Adorno would deny Uw l'('\ olutlonm'y nat.lI1'1' of thls shlft in II\!, 

commodIty, claimmf{ t.hat Benjamin, lT1 hls qlles\. fol' phtlosophil fit 1 .:th," l'I'iftl'h 

the commodity fetish in a mannet' tant.amoll nt t.u \.haL (Jf 'hl' bou l'gl'oisÎc'' "dOI'tlO 

writes: 

The Hegelian concept of "second nat.ure," ilS t hp 1'('lficl1.1 ion ()f sldf­
estranged human relatiuns, and d]SO I.hf' Mal'xian calegor'y of 
"commodlty fetishisrn" occupy l;:Py posItions in Bi'nJllllltn'!-'; wOI'k. H(! 
is driven not mel'ely to awaken ,~ongE'aJf'd lif,' III pfdl'ified object.H-­
as in allegory--bllt also to Sr.t'lltillizf' li\ lflg Utln~s ~.O Lha~ 1 ~I('Y 
present thenlselves ,\::-. bl!lIlg anCien!., "ul'-lnsto:'\[ al" and abt,upUy 
release theil' slgntflCaT1Ce [ •• , .1 Rt'nJarni()'!~ tJlolI~lll i:.:; ~;o l->al.llt'atf'd 
with CliltUt'r~ as ILs nalllt'ai ohJf'ct. that il SW('lt)'S IO,ralt.Y 10 II s 
reifica\.lOrI insLerlù of flaUy rejl'ctrng IL (Adol'T!O, 19G7b: ~.!3) 

Yet Benjamin's concern 18 pl'ecisp1y how thesp obJücLs, whkh do not deservp 

reification, take on such Cl powerful l'ole in culture. FUl'thprmOl'p, Bpnjo.min arÜ,h 
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huw the POW(!t' of thesc ob,wct~., (;an bl' harnessed la l'adlcally change> culture and 

1.0 dr'sln>y 1 hl' Illy! h of hlsLClllcal pl·()!5J'(>s~j()n. Buck-Mol'sS sumrnarizes Benjarnin's 

al'glllnf~nt as follows: 

ln Ut(' t l':t<'('~ h!ft by Lh!! object's aft.el'-history, lhe conditions of iLs 
dpc.-1Y and 1 tlP manller of Its cultural transmissio 1, lh!" uloptan 
ifllagps of pa:c...t objPcts can he J'ead in th!' pre::'l~nt a,,,, tr1.th. It is 
t hl' fOI'( ('ful «()lIhon!.at ion of the fOI'e- élnd d.flpr-life ,,( the abject 
lhat rrt:lkl's II ",tt'l.ual" lTl the pohUcal !wnse--as "prf~S(!JlCe of mInd" 
(Gei.sl.f'J.;('gl'IlIVill'O--and il \'> not pl'ogl'C'SS but "actllalization" Hl 

whl<'h IfJ-tllBtO/'y clllrnin;.te:-;. "l'hus, as a flashing lfuage, tri 1 he now 
of' !'('cognitlon (llIl ,lr>/~I d(~l' RrJu'nnblll'l,eiL) , trw pal:.1. IS held to he 
fast." Ikluarnin was (OU nlltlg on Uf(' b~IOC k of thlS l'ccogniUoI1 to 
jolI, LIli' dl'!':lflltn~ ,'ollecll\t' tnto éI. poill ical "awakening." The 
pl'~~$(!nl aLion of th(' his\ol'll'al objf'cL wlLhill a chal'ged force-field of 
IMsl alld pn'sl'nL, whl' li pl'odllcE's politlCal electriclty in a 
"lIghLpning flash" of ! 1'111 h, Jo the "dialectical image." (Buck-tvlorss, 
19H9: 21<)) 

Thesp obJccLs ('an be d('OserÎb<:>d more> concretely as Ur-phenomenai obJects which 

fOl'IlI t hl' [lt~hisl()l'y of the nÎI1Pteenlh c8ntury. These are the objects which 

leav(' a Lt'Il(,(~ Lü Lhe pas!' ulld consLituLe a "myLhic histol'Y." YeL this history is 

noL LonslJllll.N} al. Hw Ume of Lhe objcct's cllJel'gunce or production; this secret 

his\.OI'Y only t'nH'l'ges thl'o\lgh thp cullul'al objec+,'s "break" wiLh histol'y in the 

p,'pst·rd,.60 Tyin).!, this in wlth technological change and with I1.J'chaic forms of 

imageR, BllC'l,-Mol'sS \.vriLps that "t ... ] even d.S they mask tht> new, these 

Hl'chaic IIlltlgt'S jJro\- Hk il H,; mbolic repl'e::.cntaLion of what the humarl, social 

m(>anin~ of t(>('hnological cbar.g p is aIl about' (Buck-l\lorss, 1989: 117). 

Cullul':l! tf'xts Lakp on diffel'cnt meanings lwc<lllse of this. Buck-Morss 

potnt~ 10 t Il!.' wl'itInI4S of Victol' Hugo (II. G. Wells is anothel' example) as an 

(·,.,alllplp of IIl.opillll illlag('s which enH'rgt> fl'om collective d,'eams, a.rising "too 

<'(lr ly" (B Il cl, - f\10I'SPo, l ~)8!): l 18) al the h islol' y of ]Jl'od lIctioll; these images are 

int.l'iTH;!cally IIt-'d tn the hi!-.Lol'Y of the el'a and stand as the first slgnposts of 

l'hangt' alw,\d. Adorno cntj'lues Ihis (-\$ ü Ih,'or~' that is not suitably dialectical, 

(iO Greil t-larcus picl<s up on the dlalectic between history and mass culture 
in fl,tlllful WH) s, t.rclCll1g "secret histories" of revolutionary moments from the 
middI .. agps nnwal'ds, but foeusing mainly on twentieth century movements such 
as sUlTpalism, dadmsm, slluationalism, and punk. See Greil Harcus, Lipstick 
l'l'fi( 't'S: ,\ Sec rd llistor.,- of Tht' Twelltleth Century. (Cambridge, HA: Harvard UP, 
Hl89), Cl'p. (-)ti-7S, in l'elaLion to the cultural critiques of the Frankfurt School. 
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but instead "immanent"; t'ach society dl'ealllS ils SllCL't~RSOI' (B1I('k-~lol'SS, IlIHH: 73). 

Yet, Benjamin's lheol'j. IS not based on a modpl of lin('at'II.~·. III' IS addl'f'Ssill~ 1 hl' 

fundamental contradictIOn lhaL eXlsU,; In cultunt! Hrtll'nets as fplish ('lllllll\odiul'S, 

'l'he model of "lmll\ill\(~IJC"''' Adorno applies lo Bpnjall\lIl IH mlS~\lldl'd, .u; IIpll,Jllmill 

\5 not lookirg fOl' either Uw t.rans('ptldPrlt 80('1('1:> lhl'Ollglt clIltuml Il!'llfll<'ls 0/' 

dialectIcal s;\' nthe:,.is. Iltsteild ltp lS IOl) l, ing l'Of' il l'ullddlllPnt.d Hl'l\11S wh!'/'p boLh 

meaniIlg and hlstol'y ('an \11' IiSC/'lbl'r! 10 Lilt' ob,Wel.. 

BenjamIn mal,L's the ahovp él.l'gunlPnL bl'CHUSP fOI' hilll It'l'hnology, t.hal, Il:> 

new cummodity itlvent.lon~, and nat.\lre Hl'f' l'undallll'lILtll:>' l\lll{t~d. BuLh Il f'" 

al'tifieial diSCOUI'SI,g 01' hlstory, a pOIllL ftlsa macle by (~(,OI'g LIII,w':..;.{d 

'l'echnological I.h~v(>lopmt·nL flilletlons as li myLIti<' 1 ndicatol', Il "WU';!I illla~l''' of th«' 

future. ln the> lll11ell"pnth l'l'ntul';', Iron was n c'omnlodlly fhat WilS discover'('d 

before ils use was. l'he ('ldtlll't-', Ilot knowmg the' futll!'«', is a\:-;o longing ff)I' II\(' 

past, and attempt.s La fl.s'~l'lb .. Lhl' "wlsh ima~(''' of the fuLu)'l', j>l'ojectl'd 011 1.0 t IH' 

new t~ehnoJog:-, \Vith nH'dning dpl'IVeO fl'Olll il ::'l~l\S(, Ll'adiLio/l U/' pl'(lgr":'~;lull. 

Aesthetics, architeclul'C', rme! t.echnolol5Y bp('olll{' ~I) bSllfIIC'r! by Lhb d l'l'am lIf 1 hf' 

future. Buck-Mol'ss \vrites: 

U nder the arc halC Illas 1.8 of cld:osH'al my Lh an cl t J'ad 1 tloTlnl nal Il t'I', 1 li!' 
inhercnt potential of Ulf! "rll'\\' natul'e"--mac:hlll'):';, 11'011 shapl'd by 
new processes, tl'chnolog'iel:> and itldllsLrial malt'rials of t'V!'!'}' ~;()I·I.-­

remained unreeo~nized, llncollsriollS. Al Uw h:W\(' L1I1lP, th('H(' 111:181,1-> 

express the> dt'::-.il'C to "l'etuI'n" tu il Illythic LlnI(' wt\l'n human 1)I'lllg~;; 
Wf're r('~onr.iled with Lh,-' naLural wot'ld. (p'urk-fo.loJ'ss, 1!}H9: 111-11,1) 

These new te~hnolog;if's, dl'veloped wiLhout Il con,'j'('If' pllj'pUS!', .tl'(' J)IIL \.0 wOl'h 

in re-articulating; the pasL--Lhe architecturai dl'signs or Lhe> ''\l'('adt'S tU'" 

Benjamin's prime pxamp]e of 1 his. lJnlil rec('nUy, t he saillI' coalrl hr' siud abOlit 

the laser; this is now true of n.uch (Jf the research l'III'I'pntly undl'rway aL 1 tif' 
. 62 M.I.T. N€'dla Lab. These technologies, like Il'OU Hl Lhe rll!lC't('/!rd.h /;!'nllll'Y, 

were developments of the future without. a concrpl.(~ usp in Ulf' present. 

61 See Georg Lukâcs, The Theory of The Novel (Cumbridg(', MA: MIT Pr'es~, 
1971): 144-152. 

62 See Stewart Brand, The Media Lab: InvenUn,f.f The Ftltllre ul, M.I.T. 
(London: Penguin, 1988). 
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Cull.ure, Mass Culture, and Ur-History 

Ail of the above concc:>rns seem Fi bit dIffuse. Benjamin was not a linear 

thinker, and t.h(>r(~for·e his argumel1ts, instpad of relying on progression, relied 

on synthf>sis. The synthp.sis, WhlCh lies al. the eenter of Benjamin's Passagen­

Werk 18 t.he "cilalf!clical image"; it is the worl,'s theol'etical underpinning. At the 

eentE~l' of this image li(~s thE-' eommodity. The commodity under analysis here is 

t.he New German Cinema. 
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The Cl1da.vor's Pulse 

Part IV. The IJeaden Years: f.'orgottcll ldontJty Ilnd NOl'; Gvrmlll1 Cirwmll 

From thp Oberhausen Marllff'~Lo and UIt' ~e", (JC'!'méU\ CilWlllH. \vhlCh I,\n'w out 

of it, emet'ged the first genet'aUon of filollllllkpl'S who att('/llptpd ln CO 111(' tu tf'I'IlIS 

with Germany's l'olt' in the S('cond World War, Hollywood fillll~, \1 [l li IIti 1 LhaL LlIIll', 

had dominnLed Ult' German Sl'l'PPlI, and thi~ pld.yecl il lan.{p l'oh, in \JI!' (,IIIL1II'1l1 

void lhal. pel'vilded Gp.rmélIlY. As Volker Schlondorff, Ol\(' of tJll' fil'HL ~PIlt'I'IlII()1I 

of New German fllmmakers, poi ni t'd out: 

[ , , • ) T didn't ew'n know ther~ wwr.! Lü lw CPl'llIan fdllllllaklllg l ' 
, , J during t h<> silène('. Lalet' on, r discov('rl'd Ut\) wo\'k or FI il "­
Lang and von SLt'oltfdm and Lubitsch and f\luI'nall, and, of COlll'!W, 
like a lot of OUlf'l' Ger'man filmmakon;, 1 ft,Jt thal thls WHS t.h.) trlJ(' 
tradItion that WI1.S lost nnd \\f' should [ ... 1 t l'~' Lo ht'jdgp t tH' gap 
[ , .. J. (Dumallo, 19R7: 170) 

SchlcindOl'ff goes on lo say thaL the films h<' t'ern('mllet·!" from Iw., ~()I!Lh 111'1' 

movieslike Elia Kazlln's On Tht} l!'alel'fl'ont(1954) (Ournano, 1987: 170). I!ollywood 

film::;, part. of Lhl::' Allies "re-education" pldn, S!lf'I;l,t'dt'd al striPPIng away (~I'I'1II1l11 

masl:> culture and nationü\ identit J', Hecam;e of t his, once (JI'I'rnan c'itlf'rtIa agalll 

wenL inLo productlon, ont' of iLs mHin COtlt'Pl'llS "'as the- Na.zi pasl, and how 11\1' 

reprf'ssion which fol1owf'o the elH.l of Nazlsrn teft Il gaptnll: holp III (;PI'IIlIUly'h 

historieal memory, 

repression, lying below the slIl'faC'e, iL waH al!prnpUng to find a way 10 lIIanJff>sl 

itself. Socio-c~1l1LlIl'éll idenlity was thl~n fraglllF'nll'd ,md dlffuH(' bl'('lllHH' of Itl<' 

ambiguoHS Sl)~)ct.l'e of Nazisfil. fn mail;" ways, Nazlsm did 1101 end Irt l ~llfi 

(Sybel'bel'g conLends that it became the UClconSr'IOIlS, Lhr' t'(~pl'('s~('d). h j 

Fundamenlally, it could nat, as lhc bE befs of Il naLion ('olJld flot ':h/m).{(' sn 

profoundly overnight. The German culture's l'l'pression and uncon:-;c!ous pJ'f'SI'W'(' 

in New German CinelIlu'fi coneel n ..... ith nlPlllory and lùpology ar(' intrïflHi<' 1.0 an 

analysis of the cinematic "real," because of this movf'llIf'nt's conc('!'n with h 1f"i!.O l'y. 

The cmematk strale):5les of thrf~e rilrnnJakf~n;--Hllmel' WI't'TlI't' Fassbind(!I', 

-----------------
63 See Hans-Jürgen Syberb8rg, Sybcrbf'rgs Filmbur:h (f ranhful't: FisdH't" 

1979) and Hitler f1 Film From Germa.n,Y tram" JoacrllOi NeugrOfwhel (New Yod,; 
Farrar, 1981). Bath these texts contain v(~rsionl:) of Sytwl'bl'rg's notions (Jf 

repression, irratlOnality, and romant.iClsrn. 
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Mal'garpt.hp von Trotta, Ilnd Hans-Jiil'~pn Syberberg--m sldkingly different 

llI/innrrl-l, '11I1'sl IOU 1 hu Idpolugj( al :tud fllstol'Îcal supposit.lOns uf Lhe CJllelWÜIC text, 

GI'T'/Il/Lrl ,'ultUT'I', and !JWlI' l'plaLiOnshq) 10 the pl'obl\~lIls of ltislory, rf~demplion, 

alld ICif'ology. fflf'11' dlfï "l'l'lit nalTallve, ~tru('tlll'al, and idpologlcal stances are 

of jllt.t't'(~~1 IWl'p, dS Bell )1l11111l'" lIludt>l of ('ulL\u'(' Ilnd hlSLol':v se('m lo t,'anscend 

tJJ(>fi(' lIsllIilly part lfian al tl'ib\llpl-J. 

'l'hl' ftlm~, of FassbInd(')' dl'ah IlpOtl lfoJly\\ood meJodl'amH, and Lo a les8er 

(:xLenl, 1 hl' worh 'lf J\cl't.ult Brf'chL, Lo discuss Gerlll.H1 <'ullllJ'(!, and/al' it.s absence. 

ln J,ili MlIrlt'f'rJ, Fas:-;bllldcr'~, \l~\' of Illl'lodl'ama, kItsch, and pftstlchc (in Fl'cdl'1c 

,JllII)(!1-)()rl'h :"('flIW) !'l'dll( t'~ LI!!' l'!'!atlonHhip b<:lwf!('n lhe Ct'J'manH and the .Jews 

dUl'ing l!'f' (lr'llod of LIlI' Sef'ülld WUl'id WéU' 1.0 a reductlv(' binary opposItion. The 

film )'P\ ('l'I->P~ U)(, pusition of thp Germans and the .J(>ws 1 50 tha1 the Jews bccome 

the ('xLl-'l'lJlinat()l'~ and UH' (ipl'miHls\ th!' vktims. ThIs 1'\'dllct_IvP hinarism, which 

Fasshindp!' also uS\'S 1,0 )'ppl'psprJl J'elatlOnships and dpsp,ur Hl fIlms such as 

Ang6f_ [<;8,'-,1'11 Se(']e Allf (197J) and F:_wsl-l'I'chtder Fl'piheit 097'1), falls apart in LIli 

MIlr!een bl'('cuIS(' of th(' fIlm'::; repl'phensible ideological implicationl->. By 

apPl'oprilltilig melodl':llllê1 and applying il La Nazi spect.acle (which is f!~pecial1'y 

Ilppal'I'nt dUI'illg Ihe SCPIWS where WilIte/Lili sings [rH' Lhe German soldiers), 

Fassbind('\' l'E'dtt-'t'H i':<lzism Lo a simple good guy/lJad gU) bmary opposition. Whal 

II> WOl'St> 18 t haL Illlplklt1y, the .Juws arc the winncl's of the war, and lhe Germans 

tht' lOSt'I'S. 1 fi llw lIolly\vood m(>lodramas of Slrk, which Fassbinder uses as 

IIlspi)'atiull, S()(;\(J-I~('onolllic pusitlon is mLegrally l'elated to thf' prohlems and 

dt'SPHil' fa('lrIg his chal'acte]':". T tl Fassbinder's film, melodl'dma is used as an 

t'XeURt' fOI' p'- lit lI'ct! and IdeologH:al l'edudiveness. Fassbinder Lells Lhe audience 

"lIpy, Ils only a film l " Lili ,\Jéirlf't'n cl !'aws on what Fredric Jameson calls 

poslmodf'I'1l pil~Ll<'hf'; the film Illldel'lak(·s appropriation, w~thout givmg the 

symbols/llll:tgt's/slgns appl'opl'Ïated any poliLical, Ironie, or IdE"ological l onLexL or 

d ' , 6o! 
un el·plIlllll\~. Because of this, ir, the contexl of Fassbmder's film, German 

hl!~t.ory becon\üs ,:n ahistol'ical texl which can be dl'awn frOID wilhout. 

contextualizéltion or pxplanalion; in a sense redeeming history by rewriting it intû 

04 Se<> Fredric Jameson, "Postmodernism, or the Cultural Logic of Late 
Capitalism," New Left Review 146 (1984); 53-94. 
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a melodramatic tract. 

Fassbinder's handling of the> questions of hlSlol'Y and 1111'11101';" WII hm 1 Ill' 

German culture asks ho\\' a dlscollrse can be buIll lü analyz(' a cuILul'I,'t-; pa",t, 

while synon~r'llIolisly aU<'mptIng ta Instill lhe dU::WO\l\'Sl' wlth Il l'l'Iti('nl vokt'. 111 

L111 Mal'leen, Fassbinder pomts to the alleged fut t1iL~ of !'bls tllsh by ahlstor'\('nlly 

reslructUl'lng ll\stol'Y, Thp du;;junl'l ion bpI w('ell flll'l lIai lll',t'll'Y, /lnd 1 h,' 

rf>constl'ltction which Lakes place on the lheITIaLIC lt>v<'! df'T1It'S U1I' past 's 

sigmflcance, al'l~\lPs tha!' as If by "blasLing apal'l" t Ill' pasl f'I'Olll t tH' PI'('!H>nt, Ot\!' 

can restructul'P bot.h the society and hislor:.. If fasdsm 1:.'\ onlv nlt>IHOrÎI's, lill'n 

film can be used ta creatp new ones. Therc 18 a sU'ong pat'all"l bPl'p tH'1 W('('r! /,il 1 

Marleen and the idpological l'P-stl'tlct.ul'ation of histol'y 111 /lpl' 'l'1'1I11l1ph d(''''' 

Willens. Fassbtndcr seems to Rdopl t his posil ion bPC'IIIlS!' of 1\ sc'ns/' nf fllt 11/1 Y 

about tl'YIng to rpvive GI'l'man cultlu'p ,lnd id(~ntity, 

BecausE' of thE' cultural amn<'sÎa (,'-:Îslin~ Hl Gl'rmall ('Ultill'I', Fassbind,'!"s 

approach sp.ems ta rel:v on an attnmpt to l'P-as('ribe Ihf' "fm .. ~i1s" of 1 hl' pas! .... 11 h 

less thrcatening icipological ImplicatIOns. Hy dolt1q !-oo, hl' al I.'mpl!-o 10 l'l'PI' 1 !l,' 

audience From the collprtÎ\-p ~uilt whÎC'h ]jps buripd ln 1 hl' l'ltbhlc· nI' NaziNlIl, 

Indeed, Fasshinder is atlc'mptln~ ta asC't'!hi' 1 fw (ll~ph('nom('tla of t li" Jla~t wU Il 

utopian elenwnts, Benjamin d0s(:ribpc; 11, <18 fo\lows: 

ThIS Întermin~ling [of thf' pru"t Ilnd pt'pspnL] ()WPH Ils f:lllla~,11<' 
character above to thf' fnet Chat In tht' rO\H'Sf' of scwÎal dpV(']opIIH>nl, 

the old never Sf'ts ltself off sharply frofll t hl' nl'w; l'alhl'r, 1 hl' laI tl'\', 
stl'iving to Sf!t itself aplll'!' fl'om t h0 rc'cpntl:. OIlIllIOdt'd, n'nl'WH 

archaic, ur-temporal elements. Th!' utoplan Inla~(",;; 1 hal d('IO/tl(lillly 

the pmergencf> of the nf'W H!ways concll/'I'(,IlLly J'(,itl'h bad .. 1,1) 1 h(' 11I'­

pasto ln th(~ dream in .... hich P\PI'y ppo('h '-'l'Pl--. in JJllagl's bpfol'I' its 
eyes th!' am' thh.t follows il, th\' imagps :rP!JPHt' wpod('d ln 1'11'11\<>1\1 s 
of ur-hlstory. (Buck-Mol'ss, HlH9; lUi) 

In German clIlttlt'P, thpre is Il diff'crencp bptwf'pn whal flpn FlIliJn l'~ dp:-;rTlblng ltnd 

what takes place in Fassbinder s fJlIl:. In the abovl' quoll', thf> fanta<;UI', utO[JIHrI 

"wish images" arE' of t.h0 futu 1'(', but ,'onnecLf'd to thl' l/l~f()J'lIls of !JI/' (!/lHt i ln 

Lili Marleen, the utopian images are of UH' past 1 ~o 1 ha.t 1,11('1'1' ('lUI 1)(, Il fu1.l1l l', 

Earher, in DIe Rhe deI' MarIa Bra/lll, Fassbmdl'" al t>Jmplf>d to l!tck},> I.hr· 

questions of the Faf>cist history of Germany, and t.hc-- l'pdl'lIlj'IIOfi of (,prrn:U1 

society by coming at Lhp problem From the othe!' un~Ip; to lttH'ntl.f' t.hp ful.ur!) 
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I.hl'Ollgh t.ill' anntt\JllltlOll of llw pa~t. His conclllslon II;-, that the generation of 

NazIs who bl'CJllght about .lnd wel'p l'omplklt with Fascism Illust be l':-..tel'Illinated, 

ill onJ(·l' UJ 1"1'('(' thf~ SO('If't,)' fl'OIll Ils pasto ln the film, the nll'tl who come lOto 

('olll.Hel. wlth 1'1<1 l'l ,1 Brdun (Ilamld ~chyglllla)--Hel'mann, her husbandj Blll, the 

Bll.lI'k All}('llI'an l;-,oJdier; ~1!'. Oswalde, hel' emploj-er---ll'e aIl ft'om the t\a,(.Ï el'a, and 

al'e aIl (·.\pii(·IUj- conllc,(,tl'd Lu !Jw NaZI lIIovenlellL. One by one, they fil! die, as 

l'flssbindPl' is t 1',\ ing lu "pltl'if'y" the Germall ~oclety. In the end, Maria llIust die 

t(IO, ,1:-' :-.11(' h.lb 1)(,(,()Itl( mOI'!, and morc mas('uhne, and thel'efol'e tainLcd by the 

t'o.azi fllen. I\gaitl, J •• u.,~billrlt-'l' ib trylng ta ('ome to t!:'t'ms with German lustory, and 

t.ht~ 1l1l~11I()I''y of t.hp :-"azi l'('gllll{', but lrl ùoing so, he proposes that t.he NnZIS must 

be (h'alL Wlt.h III UII' hdllIP lIIanne!' as t.he Jews, Hl order la reclaim lhe society 

t'rolll t ~H! Sjll'('I.J'p of NazlsllI. 1t is int.el'esting that Dio Ehe der l"farlcl Bl'dtln beems 

loosply IJ/lhl'd on :lnoth('!' post-""al' film Hldt atlempts lü wipe clean and 

t'(',:onl.p}\Luallz(' 1 he pa::.t: VIctor Fl!:'ming and DavId O. 5elznick's Gone 'W'lth The 

h'wJ (19:l!n. 

BCt.WI'PIl LJlI ,\//Il'leeJJ and DJe Hile der Ma.rJa BJ'i'llln, Fassbinder positlons the 

Vil~Wf~I' in ail Ilrlanswpl'ab}p péll'ndoÀ: either one adopts Nazi actIOns ln arder to 

l'edp(,?m UIf' SOt 1'_" y, as ln DU:" Elw deI' Mlil'lll BraulJ, or one disrnisses the past and 

makps Il illto il. (,ldl.ul',tlly ,l.cceptable, but ultimately fabified text, as seen in Lill 

Mil l'lt 't-' Il. 'l'hl' dIale( lie belwet>n these l .... o points of VlCW, in Fassbinder's mind, 

al. any l'ale, can ll(~V(!I' Lw holved. 

Ir; Illall,} \\ a,\ h, t.1lt' shad\. FassblBdl~r \\ ishes to glye his film's audience 

mimin; Ill<' [>ffl~l'Ls t hl' reconstructIOn of hist.a!'y docs In Benjdmin's model. 

Fassbill(kr's amalgamatlOll of Brecht and 5u'1. and his exploration of the Kazi pasl 

in n('\'IWlllj l'lits 1 hl' \ Il'WCl' In d .. n uncomfol'table posItion between identification 

/llld dis l.alll'IilUOII. y Pl, dpspit p the desÎl'c on t he part of both Benjamm and 

FaSHlllndt'l' lu tlblast npart." history, theil' dlfferellces outweigh then' similarities. 

Fassllltldt\j"h film l'l'l,ks of d(~spair and determinacy. BenJamin's aUempt. to 

l't'('(Jntt'>-.luall,w l\lslol':-, on LI)\' othe!' hand, takes a far more active l'ole. Buck­

;"lot'ss writes: 

TiH' "~hod\." of recognition"" ith h hich t.he juxtapositions of past and 
pl't'sent art> PCl'cl'lved is llke electl'icity. [ .•• ] "1 set forth how 
thlS J?I'ojl·~'L--as 1Il the method of smashing the atom--releases the 
pnOl'lIIOUS él.mount of enel'g,} of histol'Y that lies bound up in t.he 
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"once UpOll Il Ul1le" of classicrtl histol'H'al nal'l'HL/\ P." 
Cognitive (')..ploS1VE'neSS III ,1 \JoliUCdl Hcnsc O(,CUI'S, IlOt. wlt('11 LlH' 
present is uombal'dpd wllh "and,rdllsllcall:- mLt'1'1lI1ltt't1L," uLoplan 
"now-tulles" (llabermas), but wh('n the pl'ehl'nt dB no .... ·-tlllle lH 

bombaJ'dl.'d witl! empil'lcal, profalll' fl'agillents of tht' t't'cenl pnHt. 
(Buch-t'>1on;s, 19~9: 251) 

If one atlempls la 1I51' Bt'IlJ.wlln's modt'l to l')..amUll' th't'IlLwt.h (,«'lltltl') lll'1'1lI111l 

cultural hisLol'.'r, Lhen onE' must firLd (,1I1Lu "al ùI'tJfacL:-; t.llat .U'l' "lJombill'llt-d" b,Y 

the pa!:it, blasting apal'\ Lllt' present, alld l'e"OIlLl'ÜualI2111g 11. F;u.,sbindpI":' films 

on Genllùn lllstory Mid fa~cism do noL do Lhis, but oLhl')' filmlllakt'I's havI' 

attempted 1.0 J'eapVI'opl'wl(' GPI'Il1i.i1l cullure in Uus way. 

The film':> of :-'l(ll'gal'ct Iw \ on Tl'oUa altl~lllJ>t LL) wUI'I, Lhl'oll~h !.Ill! ,!11t'~1 l!JIlS 

of ideology, memol'y, and hisLol'j' lfl a mannel' \\hit h ku\'('i') a pm'ilLIOll fOI' ti"l'lllan 

identity lo SUI'\ J\ (~. SlH~ doe:,; Ilot pmdt Ully {'an .~Ù-\lI-storH' ;UlSWPI'S tu t.lll' 

questionh she l·alses. If d.nyLhing, e:>.lsLptlce ut' (I{~l'lllany in \ Ull rl'OU.a's fllllIs Ih 

based on the dialectics bd, .... ·een rnt'1Il01'j and l'epl'u.;sion, <lcl.lon and illaction, and 

change and stag nation. Hel' fillll Die blt'It'I'llf:! 7.eIL ( 1 ~,.q 1) <id d :'Pbl:H?h UWh(' 'jlll'sllum; 

dil'ectly. In Die blt'icl'lle ZPlt, von Tl'olLa e\.plol'.·s tlll' contradictlunl-i ill I.h(· 

German cullure lhl'o\lgh the llve..:; of two ~Istl'l'~.,-- :-'ldJ'iallllt', d !P1TOl'isl, alld 

JulianE', ..... ho .... ·01'1.5 fol' a fenllfllst journ-.tl. rht~ film b t·a~ed un U\(, l'('al-llf(' ~t.{)l'~ 

of Christiane and CiulIJrun Ensslin (Gundl'Uli r·,w.,;slIlI WiH, il IllP/II!JP!' ur tht' Bpidpl'­

J'.leinhof gang in the 1970's). Th!.' f111ll is about Lllt' l'('Vil iUliship 1J4~t"/('(\ll t 1I(' Iwo 

sisters and theü' identification \\ILh bOUl eadl othe]' and UI(' (il'l'flIdll ('ldtllJ'1' III 

which they E'XlSL. 

,'1.:::; jouths, Marianne WRS the child who always plemwd trIP l'allltly, whlll' 

Juliane was thc' l'euel. As the .... Olllen b('came oIde]', theÎl' l'olr s ('haTlgl~d, Ilnd lJot.h 

of lhem tried to finJ a way lo conJ(:! to terniS tri the \\ùt'ld III WfllCh th('~ i·\I<,lf'd. 

The doubling lJI'OCPbS put ln IJlau~ betwPf'n the two 1::>1l::>tCl'S rlPl'l' lh !-.lgrllfH':l/ll, 

as the nllt'l'ot'lllg betw\~en the l .... o of Lfwm l'(~flb:t ~ UIP prublf'1I11t!.1! IHl1111'P of 1 hl' 

posslbilIly of polilical ar,tIOtl il! li. ~ociet.J'. It also addl'('s!w!-. l!JI' l'('sl !'lwt Ul'lng 

of the cultlll'ctl ldenllt y thal has been oblItel':üI'J. 

bourgeols-liberal position as adùpted by the WOlIwn fAIl 10 bl'mg ('!J,tng(' tu 1.11(' 

society. Despile t.hts Impasse, the fIl III !:>eeml::> to pOlllt IcJ .... al'd an dtl,tlysis IJ.nd 

understanding of lh(' pasl in order lo makt> pl'ogl'('s~ ln t hl' lJI·(;!->(·rll" yet I.hi" 
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sort of approH('1! tu C'hangp Sf'('m~ llllPOSSlblp WhPfl UIP pHSt l!-. t'PJH'essed. \on 

TroUa's film jJuJtILs 1.0 IP('Olllf-·Àlul1l!zat.lon and '\'OlllIng lo !Pl'IIlS "lth the past" as 

UI(~ solution to UI!' dJlemwll<; facIrI!2; Gt>I'rnatt socIety. ~ll1Ul t he saille W,t~ Bt>njannn 

l'l'PU.; t Ital, CdPlt.illhlll ('an IH' pul mlo ('J'it wHI perspeclive thl'ough a tracmg of lhe 

rf1~history of Tllfl(~Lp(·lIth ('('ntul'\ ParIs, \on rl'oLt.i Ul',!:{llt'S that Ur .... lexls and 

t'e{H'psf-,pd dis('Olll'S('h of ('l'l'fIlA.IlJ s(lciety mll;,;t oe exanllOpd, mdped anHly/-ed, and 

bl'ollghl 01 d, of !JI(' 1 wt:nLletn ('pnLury's shadow hlStol',\. 

lJll!ik(~ FllsshllJdl'l"~ wot'k, von Trotla's film ('onleüualtzes hl::,loricai 

QCCUITP!\('('S ln ul'der to analy z<, Lheu' l'plntloJ1ship 1.0 t hf' prf'sent. A pivotaI 

event 1:-> whcn UH' Lv.o ~w;tl'J'S VIPV. Alain Rpsnais' Nuit pL bl'()wllard (1955). The 

film t'!~puli-H~s ,Juhanl', Ilnd shl' le.:!Fes to vomiL Till" SC1'een mg contextuHhzps the 

problern of corning to Lermg wlth the pasl (Vf'rpfangenheitsb("'~'lûtlgUf1g) and the 

pain of LI'anSf{I'(,sslTlg GI'J'many's cultural l'epl'ession. l'hls scene also l'aises 

questions abulit lIlt> nature of cÏ!wmatic rE'}H'cspntation--Resnah:;' film JnSèl'ts the 

Bol()(:llm;!. inl.o t})(' mPlllory of lht" women, tymg the HolocausL 1,0 trH' ldl'a of belng 
(il) 

German. VOll T,'oLla iJllplie~ thal the paradox betwef'fl lhe 1Ilt'lllor'~ of the 

HolocauHL and H\(· l't'pression of OIPnlory are both lIîLl'Ïnslcally cotlllecled lo th(~ 

COClCt>pt of C('l'man Jdl'nlily, and this 1S whaL ('au ses the questions of hisLul'Y and 

mernol'y to anse, and illlplkitly, lead lo the tautology which Mal'lanne and Jultane 

arc caugh\ ln. 

011('1' :-1dl'Wnrl(' di(;>g in jatl, ,Juhane aUempts lo reconstl'Uct. her sister's 

allC'gcd HlIkidp, 111 orûel' to pl'ove it was murder. Hy thf' tIme sh€> does this, sb€> 

is tuJû thHI 110 OTlt' <'arcs any rnor€> , as Il if> not CUITent news; memories have 

faded. \\.1" iLs not qUIte that clear. Mat'lanne's son is burned by some ehlldren 

6r, ThIS dl'\ lC'P is no\' new to the <'Ulema.. As parly as Orson Welles' The 
8tl'.'lngt'1' (19·Hi), NaZI C'oncf'nU'atlOtl camp foutage \.\-as used to indICt war criminals. 
In Welles' film, tht' camp footagp is projeC'tE:>ù so that the female protagonlst 
(Lol't'l1a Young) \vlll bplJp\p her husband (Welles) is a war criminal. Welles uses 
aet liaI foctage of deaù corpses and gas chambers; the se clips do not provl' the 
l hal'/lclpl"s gllllt, as obviously Wl'lles is not In Ulf~m. lnsteaù, the wife is 
i·;upposed lo tH' su hOl't'lfJed hy the imflges thaL she will then belleve thE' claims 
made by tlw \Vlll' C'!'inH'R Jrl\lf'stIgator (Edward G. Robinson). ThiS cast> is then 
similHl' to the tt'l'hlliqlll~ used ll\ Dit' bleœrne Zeit, as the horror of the images 
st.ands in fOl' l'atlOnal discou)'sej the horror of the Images themselves are enough 
of an ~'\planatlün to pl'oduce guilt and C'ondemnation. 
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who disco\ ered the iùenlit~' of hls l1loUll'/'. nllCP lH' bt'glHs to l't~(,OV(,I'. ,Iulia/lt' 

brings him back tü hel apal'lllIent ,\I\d tah!'::; C:II'\, of fil Ill. l'tl\' bn~ \\'1\11-1'1 illin 

Juliane's l'oom ()fH' da:) and 1 pars dowfI Lh,' Plct lI!'I' nI' his mot hl'I'. 11(, t tWII ,\l'>ks 

JuliùllP 10 tell hilll 1'\ (,l'ylhtn~ abollL hls 11101 hpl'. ShI' 1 hlllh~ ,1110111 Il l'nt' d 1lI11111k, 

and takps a dpt~p bl'P,tth, as if shi' 1<.., .!bollt tu tt'll ht,\, si..,lt'I"!, sll)!'~. As ~lIt' 

does thls, the film l'Ilds. ln Il Sf'[\!'>e, Illl' f!lm "Iops dS 1111' l'(',tl SIOI',\ l', :dHllll tn 

begin. In [}Je hlciel'lIt' 7('1(, \011 Tl'otta al'~lil'~ that 1111' \'1'1,,111111.( of Ihl' pasl III 

to lernls wlth C;t'l'man ('ullul'C and idt'ol()~,\. '1 Il!' pasl dOl's 1101 1Id.\'1' 10 ht' l't'Iin'd. 

but Il does nped lo be ('onlf''..:ludllzvd. 

Hans-.Jurgen Syb~'l'bi:'l'g''-) HJtler, 1'111 FI/m dllS [)l'ul~dl1''l1ld IS cOri/'prrH'd \\11 Il 

the redemption of GermatI (ldtu!'1' and so('wly from tht> SI't'/'tl'(' ur tl\l' lIulOt'l\\lsl 

and the Nazls. 66 Sybt'I'bcrg dl'aw!-; on man,\ Illl'dl:t, fl'um bol Il 1111.1;11 alld lu" 

culture, tu makt' hl~ fIlm. In mlln.)~ ways, UI" film d(,:tl~ WJI Il Il ... 1'\>I'('ll'f' /lI' 1\1\/J 

Gel'ma.ny ln a highl~' cntll'al and 11lSI~hlflll Il..:hl. 

infused with hls O\~n highl;. nal'{'ISC,ISII{, ml'.!,lIdt'l'ln~ pllllu:-'{Jphl( ,li l'I'I'SI)('('1 I\'I'~ 

and treaLIses. This leads ln an Htll'/'('~t Ifl~, hlll pr'ohll'1l1al If, l':ll',id(\\. 'l'hl' 

possibilit,v of t.ilt> l'edf'lIlptl\'P fllnclIOn ~;. bed)(·I'~ lt(Jpl'~ hl'-; 1'11/11 will pl:t~ I~-. 

shewed by hus own h<llf-strtl\'tlll'ed ('l'Ïtlcal pOInts (JI' ... 11'\\'. Il 1'-; "a~,v Ir) dl:-;IIII~'i 

thit,ty IIIH1l1lp ~,t l'ptch!:-'s nf 1 ~lI' f!lm Il!. 1I'I'I'II'\,illll--l()lig pll~:-;agl':; kil"!' Lhl' 

viewel"s flllrJd wandel'ing. An (',ampli- of thls 1:" th!' vall'I H'('fI!" .... fti( Il Il,\1<; 1 h· 

viewer of Hitlel"s daily activities. Thp Pllt'!JOSP, OIj{' SIlPPU!-.I·S, 11-. lu dpll\yl !tol()j.!,lz(> 

H't1 h " l' 67 11er, umanlzlng Jlllll. This s('pn!' dl'a~s 011 fol' wh,il SI'/' III" lIhl' IWl'rIly 

66 See Jake Bl'owrJ, "Th!:' :-Jew Il'rat!ol1alu,,rn: 1\ Ct'ltlljlH' of f1ollllinLJ(' Idpology 
in The Films of Wf'rner Herzog and Hans-Jtil'gpn Sytwl'tH' l'l.{, " (1IrlIJllblistH'd 
research proJ('!ct, McGiIl lJ nÏ\'et'bity, 19S1) for El te\t.ual aWi.ly:·;Is uf 1 tw 1'01(· plaYI!d 
by theol'lf's of l'pdemptlon and llTatlOnalIty Hl ~) !Jerlwl'g's .... ,)1 1--. 

6i An atternpl lo hllmanlze HiUpl' can wo!'h as Il cl'ILwal df'v/C P, /ri ord!'/' lu 
point ta cult li r.-tl slIniIantIes betweC'tl hls policips, wrliC:h IU'(f uttpt'l~ condemrlPd 
now, and present governmenl {Johcies, enfon:ed Undl!l UI!' l'lIbl'lc of thp Hoclal 
democracy. A case in point is Grant Morrison and Stpve Yt!owplI's "1 hl' t'-4I'W 

Adventures of Hltler," a comic stnp sl'nuhzed III the Bl'ltlsh HTlthology ('d,'-.IS. 

The str'ip traces the "nllsslllg years" in Hitlel"s 11ft'! (l9IG-l~llJ) and plli('('s him 
at his half-sister's 1TI Liverpool, England. Young Adolf lb hlllHlf.{·d hy a str'ppt -car 
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minllU!H, and UII' ()/'Iglrlal poull of lt" IllcllI!:>lOn S(>(~llIS los\' 1 hls passage 15 

prnblp/lIl-iti(' of fIldlly of lh(' fdm',> pl'oblf'm~, one slIch belll~ the po&slbdlly of thp 

film lIlal<lng lUI} dlfr"l'l'n(;p III It'I'OI!-, uf UJ(' 1 t'df'mpt Ion of ellhpl' tht' audlC'tlCe or 

UIt' (jE'IIIIIUI \ Idt 111'\'. J tH! l'dm I~ st l'uclUl'vd III :"uch a matifier as 1.0 allpnuLt, ail 

bill. UJ(' 1II0S! dl'!t'llJIilJ1'd V'f'W"I', who dops tint rwed "pnlJghlerllflg" ln Syberb"l'g's 

VlPW. Th" 1('\.1 1 h"fI bl'COOlE'" ('()rl~lllll(,d Il} \, lP\\,('l':" who are pl'edispospd to the 

film's \(ü'ol()g/c.,d and pOlltwal pOHlL uf \ Il''''', who do Ilot neprj ta Lak<' pal'I ln the 

n'de'fllI'! IV!' pr(JI'I'bl->. Bp('aUSl' ()f ! hlS, Hw dldjp('llC bel ..... t·en Hw \'te\\'PI' and t hp 

ThIS 18 

t:ompoundl'd by SytH'rbpl'g'", ()lltrlght ('ontp/llpt fol' \ IPwers hho disll~t'ep wlth his 

UH'orpt kal diagno~is. 

Wilh /Id/el', ('111 FIlm Il''.'> ()culschJ.cwd, It IS a matlpr of degrf'es of success, 

ROIllf'thlng which SylH'rIH'I'J'( would not. ac~ept, as Il(' sees hls flint dS the 

pl'ololYPlcll1 Wa~rl('!'1an Gt>SlHlIU\LJnst ..... el'l,. ThiS "all-ol'-nothlllg" bUldrlSm plagues 

tht' wOl'h, a~ s,vtH'I'llf'rg l'l'lat i\ l,,;es hlsLol':V' t.c) ail ltlcl'cdib!e degree. As Henry 

Puehler pUltlts (Jld III Iw.; pssay "OUI' HItler', Or His';"': 

Tbp myth [uf thl' 1110\ If> industl'Y] do('s VIO!pt!Ce to people's mmds--so 
docs Illtlt> l'. (l(JI II'! fif'\'Ie ..... Pt's hll\,(, wondpt'I·d ho"" any nlan ln his 
l'I~ht ~Il.r',i (oilld (:omp.llf' the holocausl with Lhe llldlgnllws allegedly 
suffe!'('d b~ FII( h \'on SLl'O~)\,llll al, :-'1.G.1'-1. lndec-d, no man Hl his 
l'Igh! Ill/rld huuld du 1 hill. But SylJf'l'bel'g is not ri(-'ahng with anyone 
in t hpII' l'I~ht rllllld; hl' It-. dpaling wilh ni) tholog~, eSpl'clally his own 
t •.• 1. (l'dl hkl', 1980: 27) 

Tht' pl'obIt'1ll al'l~lll~ hp!,<' 110. t hat Syberber g deals with both the Idea of the 

l'cdempt ion of Uw Get'man society and his own c}"orcislng of the Hltler-rnyth. 

BpCHliRP of UI!' comhinallOn of 1 hp political and the ppl'sonal, the v!(>wer has Il 

ha rd LInHJ jlOS1! IOning hec'self 10 relatIon Lo the te'\t. Hitler, em Fllm aus 

Dt'lIt~i('hllllld t l'IPS 1,0 dl'dl with the prolJlems l'éused b~' tht' spectre of Hitler and 

Nazism (HI CPI'many, ~ et \.il.(> film kl~eps l'dreat mg 1,0 ItS own hermetic, }Jersonal, 

L'IIIPIllHtic .... orld, whPI'p Hul1j{'ctlve dJseourse reigns. The paradox 15 that the exact 

packt->d full of peoph' seeking l'evenge fOI' aets he has }et to commIt. The strip 
is net ually an mdktlllent of Thatchel'1te England, and combines a mixture of 
slapst.ick humour and sUl'l'pahsl textual strategies. See "The New Adventures of 
IIJl!~'l'," ('riI31S ,t6-.t9 (1990): 1-12. For a l'eview of the strlp, see Rob Rodi, "Cruel 
Bt'ilallrJlH," The (~(JnllCS Journal l-i~ (1991): 41-47. 

112 



1 

1 

The ClI.dl1ver's Pulse 

topies which th(' film tries tü dPHI wlth (idl'olog,}, 1111'11101',\, hisllIl'Y, and flllllll,' 

redemption) are repl'oblematlzpd b~ 1 l!p fllm's pt'I'~~)JI<l1 and Illy 1 hologk,ll HSpt'1'I s. 

Syberbel'g's stratl'~.t lias llluC'h III l'OlllmUII \\ ilh B('lIjallllll's appI'll.ldl lu 

history. In both ci-tses "reconstT'llct.lOn" I~ i11 U\l' ('1'1111'1' nf 1 h"ll' 1 h.'o\'1'! Il ,II 

models. Thl~ past 15 al\\'a~ s IIlt>dialpd, lhl~I'I'fol'l~ t 1\1' [lH'thud of [llt'dlallOll ht'I'()ItH'S 

very Inlportanl. FOI' ooLh S:.l)l-'l'l>I'I'~ and Bpl!jallllll, s\'lf-I'ullS"I()II~II"~S pla\ ~ .\ 

key l'ole lTl LhE' OlN1!aLlOn of Ul(' pas! ln th!' pt','sl·nt. N<)11Ull~ (If "Uh,JI'l'tl\'II:." lall 

Caspar David Fl'il dJ'lt'h, and EI'lC'h VOll St l'ohl'Im cOllld ail b., 1"'I'olll",tll,t!IZI'd fl'Olll 

past 1.0 pl'pst'nt, Sa\'H1b Gel'm<lllY's (',!Itllnll tl'adltloll from Ih,' ~I'.lC,p {If' :':l:lIS/lI. 

ln thls passagf' front Ru('k-t'-1orss, If\(' pal'all!'ls bl'('Dm\' <l1>p:ll'l'lll: 

As a l'C'l'onstructIOll of Ull' pasl, llt'llJlllllln\. lllt,thu<! ("lIl l'OI(L\tI:,!l(ld 

OVE'l' von Hrtnkl"s ::':'-H'l'Osatwt Pl'!!l"lp!(' of :--.hO\\'ll\0; 1ll,Il 1"1 "':l~ il 
aetually was''': Slll'h hl<;tory h,td bPP!1 "1 III' ~,I r"tI~t .. ,t fI<tI'{'()t Il {If 1111' 
[ninetl't~nIJtl cenLIIJ'J'" HI'rJJ,lllllll h,H! nul t hl' It',lsl {(ltl""I'1) fC)1 t III' 
('onventio!l~ of 1'1llpatltIC .. 'appl·(·Cl,tL10Il.· .. IIIi->II',ul hl~> {dIJ'" 11\1' w:t~ 
to "l'f>Sl'llC''' Lht~ rllslo),lC,tl obJ!>l'1 c, b~ 1'lI'l'111)..', t fW1I1 (lllt l,f' 1 fw 

de\'plol-'mental !ti~lül'!(::'~--(Jr l.lW, II·ltgl<HI, ,u'\, 1'1 { . --IIIl" \\ r.ldl 

fictlonal and Ldslf;V lllg n,lI'1',tll\ ,'" Irlt';V ltdd lH'{'1I 1rt:,('I'lt'd Irl 1 ht· 
process uf 1IIl'Il' tl'anSlllis!'lOn. \,l'-h:-.tllt',\ \\ a~; 111UI'IJIl)-{hl,\ polit kal 
knowledgl' r ••• ]. (BIl' k-\!Ol'SH, 19H~: ~lH) 

The prooh~rll that )'t'llktWS lB one lit' pt·{l'.IS. \\htl(· Ht·t\,ldlllln'!,-, Iht'uI'J of hiSlol'Y 

is compelling, texls Ruch as Sy bf'l'of'l'f4's HilleJ', ('Ill rJ/llI ,'HIS [)t'ut . .<ieh/aud do not. 

successfully reeonlextu,1I1ZI' the past mto ci radlC'al, new pn·senl. 1 hl' film f'IIl,llly 

posits the uloplan, mythologll'cil discovel'Y of t.he Gr.lIl (alld the' l'pllll'n 10 

irrat.lowl.ht..)' and I{()lI\anllcÎ",m) as U\I' olll,..,. poosiLtlity j'nt' Il·dl'Illp\ lUll--blll 111,1' /Ill 

utopias, the l'l'opos,t1 e'.lJos(·s tht, .lt'l1flclallt~ a/ld Iml'u!:-.slbllll.~ of \ hl~ goal. 

New Gel'lIIrill ('inf~ma's {ln'ol'u1IJ/t1 ion '", Ith 11lstOI'Y, llll~m()l'J, and Idf"JI(J~) I~ 

one lhat 1..., HI! l'lnsicall,\ ! wd 1,0 t lIE' const!'IH llutl and dpflrtJllCHI (Jf cultu 1'1', 

through oolh film and sodet). 

question of soclO-clIltu!'al IdPllllt J ltI difff'l'('n\ manrH!l'h. V. hal t)('( Ollll'S Ilpp:tn'nl. 

after Vlt'wWg thelr f!lms 18 that whlll' t.ht·;'- C.ln !'aIS(' qUf'~t1()lIk, abOlit 1 !I" 

relatlOnshlp lwtwE'('n th!! jJresent 8tatl} of Gel'lIlany and Its .\aZI pa~L, rl'dc'fltlwg 

the culture thl'ough the exorcism of ils !\aZJ (Ja~t JS a probll'/lIatj(' jJl'()('f'SS. J hl' 

fIlms of Fassbmder and Syberberg, while aesülpUeally and polJtlcally d lUlII/'Lt Jeally 
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OPPO!-i(!d, fOUIt-, on flndlfl~ ü manru'I' In whlCh Lo tl'élliSCend the pasto The films of 

von 'lroUa, on t tw 01 fWf l'laud, aU f'mpl 10 conteXL\lillu;p the pRSt, both Hl terms 

of Its hlsloJ'l!'ill and f Jrwrnat J( efff!f't,s, mto the sodo-poIiLica! l'ealities of the 

PI'(>/-'I'II1, III d()HH~ so, sb .. adlJpLs a dl!l,!ect.ic-;d point. of Vlew to both Lhe struct.ural 

flllrl', lI,1 Vf~ Il d (' nI J f!CaLlon) and the id!~ological (femmist 

,JO\lrnal/tl'I't'()I'lst) Il<-;!>!'('ts of filIlllC' l'P!H'psf'nLation, cl'ellting the possibility tü 

disC1U'SIV('!Y Ilnalyzl' tJH' past (llIPIlIOt'Y rlnd histol'Y) in ol'dt.'t, to Ct'lLl<{lH> the 

s(wio-polltll al and lùpo!oglC'aJ struetul'ps of modern Germany. 

* * * 

lntersections: 

Ilenjamin Imd Brccht 

Bl'njamin, who coutInliously t'palignpà hirnst-'lf with different theol'etical doctrines, 

was, fuI' H Illll!', a h r(!RL supportel' of Bl'e(~ht. Adorno, for one, found this to he 

tltlral hOllhtblp, l'Ontllllluw·:;}y wal'tllng Benjllmin that Bl'echt's "cl'ass" aesthetic 

wOlild J'1I1T1 lm, mtl'lIf'dllal inslghtb. 61l Nevertheless, Brecht's theorit's of the 

Lhpat l'P, lil{t' almosl l'VI'l'Y oUt(>!, of BenJamln's influences, made thel!' way into hls 

tliS I.ht'l)J'~ (Jf tllstory, wtH~I'e H clllt lll'di al'LIfact can he "blasted away" fl'om Ils 

histcwÏ<'1l1 Ill\d 1 l'Ill (>Ol'al lIloul'ings and l'pcontextllHltzeo withm anothpl' fl'arnewor"-; 

MId in hls desll'l' 10 st t'Ip cl\\'Hy UIP "arllfICe" of culLure, ln arder- Lo l'~Vec1.1 Ils 

llIodt's of pl'udlH't JOli. Bprljarnin, w t'lt ing on Brecht !tJ hlS l'ssaJ' "The Author as 

l'r'odlll (."," cOllle! h:n t' Jilst as Pllsily bet>n \\ l'ILIng about his o\\< n theory of 

hlSlol') and ('lllIul'aJ ,lI'tlf,lcls. He sLatl's: 

Tn litt' Iota! df'llnl.lLtL éH'twol'k [BrechtJ opposes the dralllatlc 
IIlUOI'IILor'y. Ht' mak('s IISP Itl El new way of the great, anClent 
opport IIlllt) ur tllP UlI'atl'e--to expose what lS present. At the 
centpI' of hls t'\~)(>t'illl('nL IS lIlan. Present-day man; a reduced man, 
tht'l'dol'!', chilll'd ln a chilly (>nVll'onmenl. Since, however, thlS is 

6.'i For bacl\~t'OllIHi mto the Adorno-HenjRmin-Brpcht debate, see Susan Buck­
:'<\Ol'SR, The Or/gIns of Nega.tJ\'e Dwh:'ctJcs (New York: Fre~ Press, 1977): 136-143. 
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the only one we have, il is in our intel'est ta know hlln 1 •••• 1 
What emerges is this: events are altt'l\:lble 110l al Liu'il' dwuu.., not Ily 
virtue and resoluliorl, buL only tn t lwir SLl'lCtly habit liai eOlU'SP, b~ 
reason and practice r .... ] It is less concet'nl'd wlth flllill~ 1 hl' 
public with feelings, {'ven HPditioliS ()tlt~S, t han \vit h a!ipnlll 1t1~ iL III 
an enduring manne!', thro\lgb thinklIlg, frum the conditIOns III whidl 
il lives. (BptlJdlllin, [1937J 1~7H: 2:~5-23ti) 

While Benjamin il..; Kt'illJlg about t!w thea.U'c 1H'l't" Ih(' l'P('olltextuallznt.lOn thal 

takes placE' in Brecht'" work IS similal' 1.0 Bpnj:lIllltI'S own IIH'ory nI' Ihl' ('1111.111',,1 

artifact.. Yel, Brecht \\-as a llléÜl'I'ialist in the ma::, 1 C()III1110tl !-l('IH-;(' of t hl' wor'd; 

Benjamin embrar'cs ,Jewi::.h lheology and surrealislll, Lhp lIlU,(~I' anot hl'I' Ill'PH of 

intel'csl Hld,l .\dOl'no fnuno d(=>trirnental to Bpnjamin's pl'ogn·ss. TiH'Sl' inLt'l'l'sts 

add a mysLlcdl Ievel ta Benj,Hl1ln's t beot'Î!:'s, whwll Ciel"sholll Scho!{,1\1 pOlnt S 0111, 

Scholem wl'itt'S that fol' Benjamin, "slirrenl!sni was somrtlllng likl~ Ulf' fil'sl bl'ld).{1' 

ta a more positi\'(> nsseSSIIlt'nt of psychodnaIY~;ls, lalthollf.5h 1 hl' WIlS und!'I' nu 

illusions abOli 1, tht' weaknps8l~s III prol'ed tll't''-; uf boLh sc hools" (Scholl'III, 1 YH) : 

134-13fi). Indet'd~ Scholem pOlnts out thal. LOUIS At'agon'::, I,e l'aY::-,/1fI dl' /':II'/S 

(1926) inspit'ed Benjamin to undcrl.ake t hr> A1Tades Pr()J!~d (Scholem, UIHl: 1:1:ï). 

Benjamin and Surrealism 

These connections are aU of imporLance, as BenJllmm's Initial desire \'0 undprLal\(' 

his Passagen-f1el'k arise from his intcrest in anLi-realist [:wsL}wLlcs. ,Jaml'~ 

Clifford, writmg on BenJllfllHl's "The Sloryf.eJlcl'," points to Ul!' rollowi fig 

inl21'Section belween BenJamin's work, Br!~cht, surreallsm, and !'I.hllo~nlph'y: 

Real1ty is no longer a gIVE'n, a natul'al, falllllw,l' ('nvlI'onIllPnL T~j(' 
self, cul, loo~f' ft'om ils attachmenLs, mllst discovpt' mf'rtnin~ wh('l'(' Il 
may--a pJ'AdlCarIl!~nl, c\.okf'd al, iLs lIlost lIihilislw, Ihat llndl'/'IIPS 

surrealism and moder'n cthnography l ' • , , l'Jo S('f' !:ulltu'(> and ILs 

norms--beauty, tl'uth, l'ealiLy--as Hl'Uficlal a1I'IHI~('Illf'rlts SIlh!'l'pl.lbh· 
to detached analysls \Vith 0\ hel' possible di::,pmiltion::; is C1'Hual to an 
ethnographie attitude. (C1iffC>r'Cl, 1988: 119) 

Benjamin'::; debl tu th,.: surrealists i::; obviollS; hls mode} of the "r(:al" t'elles nol 

on realislll or vf-'l'isimilitude, llke lJHl/Itel'S adhf'l'Ïng 1,0 Lhe Hf~fl[lisSilnCe Ppc'HIH1ctive 

or neOl'ealisillo Jtélliétno, but lnsteaJ on what he sees as dialectJcal forms of maSH 

cultural textuality. This Cdl\ be seen in hlS inl.erest ln the ph(Jto-mon!.l.Igp of 

'l_ John Heartfield and in his desire lo constl'uct his work solf'ly hum !Jtr~I'IH'y 

t 
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Fol' B~.:!llJaIllJtl, Ilke the sUl'l'ealisLs, pl'inl textuality and 

cultuI'Il1 :ü,tlf,tI L~ :in' lill pal't of the "J't'al," because of tlll' Lext's slatus as 

clIlLI.lJ'fl.1 Ht,tifad. 1~c)Lh [pli I.haL lhl'ollgh thE' redas!:aflcatlOn of clJltural al'Ufacts 

(fol' Ik n.JHIIl ln , thl'ollgh hislol y; fol' LilL SUl'l'ealists, thl'ough apPl'opl'latioli), the 

"re,tI" cOllld b!' changer). f\(Jt h Ih'njaOllll and t.he SUiTCd.1iSts argue that tins 

('ould hlijJ(J('n t ltl'ollgh shifLing the cult.ul'al Illcanmg del'!\'ed from the cultural 

.!/"Lifm:t.. h'hd 11f'/" or not t.IllS could tako:! place solely tht'ough recontell.Lualization 

is , ur ('OU1':-'''\ open Lo questioTl; as far aS models fol' actua/ socletal change go, 

bot.h 1 h4~ wOl'k of Bt'H.Jamin cl.nd the sUITeahsLs could be considel'ed failul'es. 

ChffoJ'd !JoJnl.s tu the illLersecLlon betweelt the surl'eahsts, dadaists and 

l1enjlllllill'H iIlLt'l'c~t III -llaleetical montage: 

Tite> fl'aglJlf>IlLIlLlOll of Model'rl culture perccrved by Benjamin, the 
dlsass->clIltÎon of cult.ural knowledge in to Juxtdposed "CItatIons," IS 
Pl'csupposeù by Documpnts [11 journal edlted br Geol'ge~ BataIlle]. 
Thf' Joul'nal's Lille, of eOUl'se, is indicative. Culture becomes 
sOIllf'thing tu be collpcted, and Documents itself is a kind of 
('thnog l'aphk display of lllli-lges, texts, objects, labeb, a play fui 
JJlUSell1ll t.h'lt simulLaneously vollects and rccIassifies its speCImens. 
(Clifford, J 9H8: D2) 

While 13C!rJjédJlÎn had ln mind a different area of analysis than the surrealists and 

Bataillt~. his fiH't.hods weJ'e ln many ways similar. His attempt 1.0 compose the 

PI.lSs<:l8,'n-Wel'À. soldy from Juxt.:lposed pieces of Lext, an ldea Theodor Adorno 

deridc'd, point.s 1,0 t his t;y'pf' of n.pproach, a5 does Bt:,.~ ~nlin's desire to include 

image:.. within Ills study. Tite concept of "defamlliarization" was central to the 

apPl'olll'h of balh Benjamin and the sUl'J'ealists. Benjamin wanted to re-frame 

hisLol'Y 1 hl'ough the Lise of lhe dialectical image. The surrealists v"mted to 

l'l'COll tex! lw.li,w the fanulwr th l'ough juxtaposition and collage: 

Ils jutent WdS t.o break down t.he co~vcntional "bodies"--object.s, 
idt'nlit ics--Lhat cOllllllne to produce what bal'thcs would laler caU 
"l.he ~::ff~'d of \..h\' l'eal.·' In Documents the Juxtaposition of 

b9 Set' .John Hear't.fleld, Kl'Jeg im Frieden: Fotomontagen ZlP' Zeit 1930-1938. 
(~111lH.:ht'll; C.l1'1 HtHmel' Verlag, 1972). Recently, other photographers have picked 
up on the value of montagt' 01' AiJIJl'opriationist photography, such as Cmdy 
SIlt.'l'llIun, Shen'ie LevuH:', and the most pronnnent, Barbara Kruger. Montage also 
plavl'd a IUl'gl' l'olt' in the punk-art aesthetic, as can be seen in the works of 
,Jamie l{pid, \dÎ,) dE'signed thE' Sex Pislols' covers and posters; Sf~e Up Tbey Rise: 
T'he I/h'ol1lplett.' Il'OrJiS of Janne Reid 1971-1987 (London: Faber, 1987). 
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contributions, and especially theu' photographie illust l'atWItS, WHS 
designed to pl'ovoke thlS ùeLulllliariz,lLioll. (Cliffol'd, U188: 1:13) 

The deut Benjamin OVI es to \.11t' sUlTt·alu.,t.s (~xtendH la Lill..' slnlctul'(' of his 

analysis as a whole. The Pw:,sagen-hred~ was to hC' an 1.)[Jpll-endpd ,HTOUlll. of 11lt' 

mass cultHl'e of fin du sièclE' Puns. TlllS "openenù, ... d"l~SS," and Hw \~'ish ln 1(~1 

readers dl''lw the Il' own conclusions J'rom the JlI:-.t ,lposit IIHI,Li ('l)llilgl' also h,Hi il 

connection tü the sUl'l'ealist Joul'/lals and trw \vol'k uf lll'dl'tfIPld. BPrlJlllllill put 

it bluntly: "Melhod of Lhl!:. work: literar)' monLage. 1 ha\l' rtuLltirtL\ Il) S,l~, only 

to show" (Buck-~!ol'sS, 1989: 73). Beny.:wlln'S 010<11:'1 oi n\otltag(' h; 1!I~)I't' diffusl' 

than that of Brecht or Sergei Eisen::.tein. The folluwlng dl'::'1 l'IplIU/l of Cl IISL of 

items in one of [Jocument's issuf's ~uunJs llllltl' slllltlar' Lo BpflJillllin':-> ('vflU'I'IJr";; 

Documents [ ... J l'redtes the orde!' of ,!Il unf'llllc;llI'd ('oll.-lgl' l'al hl')' 
than that of a unifiC'd ol'~atllsJl1. Us illl,lgt'I';, Hl t III Il' ('ljllalizlIlg 
glass and dislanclng effecl, pre,>cnl in t hl' )-.,1I1H' p1.1[l1' .\ ('haLel"t 
show advert.isenlf'nL, ü. Holly\\o0d mO'\'i,~ clip, a l'w,l C'''.(I, a (.iiO\'OIlH'lLi, 

a documental'Y photo fl'om colonial New C.dpdoru!l, d IW\VSI',lj!I'I' clIp, 
an Eskimo mask, an Old ~1,lstel', Il mus]('al IIlsll'IIIll(·nl--t.!w wol'ld\; 
icollogl'aphy and cultural forms pr('spnLed ,t:-' l'\ Idt'1l1 l' 01' dala. 
Evidence of what'? Evidencp , one l'au uni,} Sil), uf :-'lIl'prll->mg, 

dec1assified cultural ol'der:.:> and uf .Hl e:-.panù(,d l'a[\).~(' ul hUIll,Hl 

artistic inventIon. This oJd museUfll Ilwrt>ly dOl'ullwnL:-., .Juxla[!ose:-., 
relativizes--a perverse collection. (C liffol'd, 1 ~)88: ];1:3- 1:3 n 

Where Benjamin steps aVl'ay fl'orn the sUl'J'edhsts is III lll,,:) Il'conll'.\I.ualt;.o;ation uf 

the cullural abjects that enter under his SCl'ULlll,}. Benjamin !'PpI.H'(!S l!U':-'I' 

"fossils" of culture into a new cultural histol'y of lhp "dialecLkal irwlg(!." 

Benjamin a.nd the Cinema 

The natul't' of tflt' image is of central importancp iu Bt~lIjaUlill's }'llssilt::cn-Wel'l<. 

Benjamin argues that thl'ough the lmage itself, cultural artifacLs can br) us(·d Ln 

trace histor)'. l have argued that this can be of gréal 111->1' trl aIlIiJyzllIg 

phenomena BUC Il as New German Cinema. '1 his clnemaLic !lIovprrl<:nL, t.a il lw'gr' 

extent, brought about Germany's l'econsideratioll of its O\vll \la!.l pa::.'- in UI!' 

1970's. Furt.hel'ffiore, Benjamin's mode! is of lIlt('l'(>st tJPUllIS(~ il alJow:-, 1.11(· film 

theorist to look at the cinema and it~ relatlOnstlJp ta the "n:al" Jll Lenus of th(~ 

culture at large, and not soJely in terms of the imagfJ Jt,s(~If. 
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BenjaOlin's moùel of hisLory ,tl'lses out of tIn du slèc1e Paris, as does the 

cinl'flla, and in mally ways, lhe cinema lS the logical c>..tent of bolh the mneteenth 

celltur'y'~ "wish imag(' , of Lhe fuLul'(! and of Benjarrlln's mod{~l ur history. As 

f-lt.atpd a!Juv(', LILl' "dictled,lcal image" liés at thE' center of r11s model, pl'oviding a 

nexus fot, Uw nmLI':ibtillg 8L1'alll8 of hisLol'ical discourses altached ta the abject. 

lu significant way:-., Ilw ciw·nw provldes the ultirnate ln "dialectlCal images," as 

il. concrp\.r>ly dplilonsLrlltc-'s the propel'Ues lhat in a far more abstract way, 

Benjamin altributps 1.0 t.he "diah:ctlcaJ images" of cultural artifacts. That is ta 

Hay, the cmema pr'esent.s the viewer \Vith an image of t.he past that bath has a 

hlstol'Îcal contl'xt fl'om the time of its production, and a recontextualized meaning 

al thl' Lime the image lS pl'ojected. Yet, this meaning subtly shifts with each 

projection, RS UW histol'ical and cultural moment also shifts. This provides the 

f!lm lheol'lst with a nuanced verSIOn of the changing meaning of a cinernatic text 

thl'ough Ume, as major aspects of the text may sLay the same--an example would 

be \.he fasdst politics of Der Triumph des Wlllens, mentioned above--while other 

aspects of the cultu!'al and politieal context of the fBm's meamng and 

dissenllnatlO/l lIIay change. This modd, then, provides the cinema with meaning 

that. il-> bath historieal and sluftmg, glving the film theol'ist the possibility to 

speak about a fIlm as past, present, and futut'e. This if'> also of use in speaking 

about Lill-' ,. l'Plil" in Lh!:' cinema, RS both the signifying aspects of the film itself, 

and tlw cultlu'al conLext of the viewer, can be taken inLo consideration; while this 

mode) would be profoulIdly speculative, it would open up many debates about 

hlsLory, the cinema, and the "real," as the above analysis of Weimar, Kazi, and 

Nl~W German Cinema. demon:::;trat.es. 
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CONCLUSION 

Cinematic Realisms: Seeing Films at The End of 'l'ho Ccntury 

If you priek us, do we not bleed',' lf J'OU t.icldp us, do 
we noi laugh? If you poison us, do ",,'e I!ot di!.:",' '\I\d If 
you wrong us, shall we not l'evenge? 

The Nel'cJllwl of l'f)nJce Act IIJ, sc. 

AwrighL, enough is enollgh, this is tht' final, tJlI! vel'y 
last strawj who is responsible for lhio',' 1 dt'mand 1 bal 
you show youl'self! Who are you?! Hull'?! 

Daffy Duck, Duck Amuck 

How true it is that words are but vague shadows of' the 
volumes we mean. Little audible link:::; t.hüy ur<" 
chaining togethel' gl'eat inaudible feelings and pu l'poses, 

Theodot'e DreIser, .Sister Ca l 'l'J( .. ' 

It's t.oo la te to stop now •.. 

Van Morrison, The Fillmore West 
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The dnema, Ilnlik(-! oU)(!l' lwelltieLh century al't-form& that embraced anti-

1'('aliHt tencknci(>f, paJ'ly in lht-> century, has been continuou~ly caught ln a 

dilllccl.Jc bdwI)l!I1 artifice and l'8allty. The quest for the "rea1" hds dommated 

fIll-Hly of III<' t'ntlcal disCOIII'St:::, lhaL have allcmpLccl to explain cmematlc 

phenollwnu. Thil:> lb Rppan'nL in Lh\:' followmg descriptJOll of the cmemaLic 

vwwing {l)'OC('SH, offel'('d by Rogel' Ebert, of Lhf' "Slshel & Ebert" team. Ebert, 

one of the llIust influent ial ft/m Cl'lllCS in Amel'lca, \\ )'Iles 1 he following: 

'l'hl' HlIrllf'llce. ft sit.s In lbp clal'k, lined up félUllg lIw SCl'ccn. The 
Ilght cumes fl'om bdlllld Lhpl!' heads--from ba(~k wlwl't-J Lhe dl'eams 
COIlll' fl'olll. Th(~ mo\< jvs fll'P the mûst Hlvolnllg a:'tbLic medIUm ever 
invenlpd, Lhp orl{' LhaL can L~~mpora1'l1y preempt even our sense of 
b(!lf, alld gIV(~ liS Lhe vÏ<'al'lOus expel'ienee of bemg someone cIse, 
SOlllPwh('n~ t'Ise. i-10sl of lit> have our fll'sl movlegoing expel'icnces 
at Il young age, and OtlI' l'esponses to the movies often eehu that 
firRt OriPTltaLlOn. We Sit passlvely in the dark and are LaId a slory. 
(Eht'l'L and Slskel, lB91: i:-.l 

Eb{'rt'~, [Jassagf' b of mtel'est, if only because it pomt s to the populal' conception 

of' thp }'(-,latJonship betwpcn t.he viewer and the film. In Ebert's eyps, lf the film 

ovel'whdms UH~ Vll'W~l', if the viewer's ability to distingUlsh between reality and 

fantal:>;,y is sUPPI'essed, the film is a success. Yet, this assumption about the 

"magic" Hnd "fantasy" of tht' cmema needs ta be questioned. This thesis began 

with Uw pl'eIlllbC that blind aeceptallce of the power of the cinema to seem "real" 

npedf'd ,'('conslderatlon, not because this effect did not at tunes al'Ise, but 

becaUhl' L1w t lH'ol'djeal models ll'adiLionally used in film theol'y Lü descrlbe this 

procpss \\11'1'1' hrmtpd. What is needf'd in order to justify lll8.ny of the claims l 

havp IIllHk ln t his L110S1S is a pl'eliminal'Y model for what l have ealled the 

cir\('>IJlHLIC "l'Plt!." Tu accomplish this, an argument has ta be traced out thl'ough 

Cl VIlI'jl·tjo of thl'Ol'lVS; some uf which at'e of use in this description of the "l'eal" 

in Ut{' nnelllH, and some WhlCh are not, but have been tl'aditionally llsed in an 

atl(>lllpl to dt'Hl'l'lhe IL. 

Tn th(' course' of this thesis, l ha\'e l'ejected two models, Lacan's 

PH~'l' hoanalyl)e pa J'ddlgm und Bau cl l'illal'd 's notion of the hyperreal, as viable 

models fol' tht' t'ffect of the "1'ea1" ln the cinema. Lacan's model, wh!le not used 

dil'l'ctl;,y t.o sp0ak auoul the "l'cal" in its appropriation by film theory, 

r\pverthelt!SH has fal'-l'ead1ing implications on this very subject. Indeed, on an 
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implicit level, the Lacunlan model of fdm thpor:.' que8t JOns the nHilel'iahly of llH' 

image ltself. If the cinematlc gpectatol' ls PlIt ln Il po~it ion \dH'I'eby IH'I' vil'\\IltIl.{ 

films l'ephcates eal'liel' psychical pr'OCPSRes, Bueh as t.he "mi/ToI' Ht.agt>," thpl! 

questions of the "l'eal" falt by t.he wayside, a~ SI .. l\'cLalol'ship DP('()IllPH 11 

psychological re-enactmellt of cprl ain psychoanalytlc devl'loplIlt'nt.al modf'l~; b,\' 

definition, an internalized !)]'oc('ss.70 

possibility of the viewel' having a l'('sponsc ta t.bl' Cllll'lllllLw IlIIa,l.{f' ollL::-ndc t.ht' 

Lacanian psychoanalytic model. ~1ore COflC'l'(\ tl'l Y , in the Lacilnian lIlod('I, dlH'lIIcl 

exists only in the imaginary; iLs meaning does Hot hm'p Il malt'l'ial, mind­

indepClldent, basE'. IL i8 my conlt>ntion that ",'hile Uw psyC'llOanal:. LI<' l'Hl'lldi,l.{m 

can be fruitfully us('d as an interprt'taLivc nlpLaphor, il. J()('S not Ildl'(llIlllply 

answer our questions ~s to the nature of th(' l'elaLionship IWt.Wl'Pll thf-' vipwpl' ltnd 

the cinelllatic irrlLl,ge. 

Jean Bé1Udl'ilhl.l'd, OH the oUter hand, poses 11 dlff('I't'nt ~wt of pl'oblpllIS, \lis 

work is of inLeresL pl'ecisely he('auHe it points 1,0 t.he anxjpt.y OVf'J' t 11(' Irna,l.{p t hat 

is clU'rently ft conc.:Cl'n within Illas::; cult.ure and Film SLlIdi(~s. 1118 lIE'L{aLloll of IllI' 

l'eal world, insofal' as iL is a PI'OdllCL of lhe simlllaet'fl, also UISIllISS('H Lhn notion 

of the "real" in the cinema, as lhe lines !w!.wpen l'{>é.dity and Ut(, lI11agl' dU·iHlpall'. 

Again, r believe lhis i5 lhe wl'ong apPI'ol1.l'h Lo take in t'{~gal'ds t.o t.Ilf' elllf)matÎl' 

st;>el'tator. l lhink lhaL OtJ(' of lhe major flaws of rHuch of film lhi'o/'y is 1.0 

separate Uw dncmatic image From the real world, from tlH' v il'wPl', Ilnd 1"'0111 th" 

systems of slgn-based, communicative cxchangcs Wl' ail lakl' par't in as HOCIllI 

subjecLs, Unlike Baudrillard, T \\ould pl'pfer to al'gtH: thal t.he eÎtwllla is pad of 

our social and cultul'dl landscape A1so, l wou1d Wihh to ar,l.{ut' that th!' LITl"mil is 

a maleriai abject LhaL docs not ovcrpo\\cl' the "l'pal," as Baudl'lllH.l'd would hllv(' 

it; instl"ad il func.:tiolls li!:) a mediating ent iL), l'ept'espntiIl,l.{ oUlPl' aSjJf'd,H of !JI(' 

l'eal wOl'ld thl'ough what the sped,ator p(,l'('f.~IVeH as medwUon; conslt'uct.ing Il 

praxis for thp. v icwcr between lIlimesi:-:; and l'cality, 

70 See Christian Metz, Le Signifiant ima.gina.It'(! (Pads: U.G.E., 1977). 
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The 1'raÎn l .. eft 7'he Station 

ln cXHffiHlmg the l'elaLionship beLweprt t.he cincma and the "real," the question of 

('ealisllI JR qllitp important. OrU'n, It iR assumed that rcallsm points te a direct 

t'(,laLlon:-ül1p bpi w(~pn lhl' ü~xl and lhl" real world. This argument 1S found, for 

Inst.ance, ln th(' WI'lLlllgR of André Bazin, who behe\'ùs in phoLographie l'ealism 

and the powf'r of llI/se-ell-s('ènÎ'.7 J Fol:' Bazin, tht' 11eOI'L'éllisIllO ItalifllJO films of 

fo'f'an('f~HCO Rosi, Vittorio D(, Sica, and Robert.o Rossellim access l'ealily because 

t.hey contalIl dSPPc!.H of Lhp world the cinema does not llbual1y eont:.un, such as 

(' hancp, sponlanpity, non-adol's, and improvisatIon. By filmlllg the l'eal world, 

UI(' r'l~a) world SPl'pS thl'ough into the t'ÎrlPlIlaüc image. 'l'et, Lhore are obvious 

problpllIH with Ulis éll'gllnwnt. Fit'sUy, the cinemat1c image does not offer direct 

access to a l't'al world ('vent, as BazJl1 argues ln "The Onlology of the 

Photogl'llphl<.; IlIlag(~." Bazin beltevcs that the lack of a human agent between 

l't~ality and the viewl'l' leads 1.0 fi non-medlatf>d view of the worlLl. He writes: 

OI'i~inaliLy in photograph;r as distinct from origmality ln painting 
lies in the pssenLially objt'ctivf> charader of photography. For the 
firsl. Linw, Ilt'lween t.he ol'ÎginaLwg object and Ils reproductlon there 
intHI'vetlN; onl) the mstl'uOientality of d nonliving agent. For the 
first. Lime lUI image of t.he wodd is forrned aUlomatkally, without the 
CI'('IlLIVe intervention of man. (Béi7.in, 1967: 13) 

Hazin believps t hat. t.he photographie image, because of ils illusionary capacily ta 

l'eplicalf' I,t.'n.hly, a11ow8 the .. iewel' to see the world as i1, is; any subjective input 

on t.he part of 1 he photographet' is sE'condary to the mimetic qualities of the 

carner'a 1tsplf. Bazin gaps on ta write: 

The objective nat.ure of photogl'aphy confers on il a quality of 
cl'edibilil.y absent from aIl othe:' picture-making. In spite of any 
objectionH OUI' (,l'iUca) spirit may offer, we arc forced to dccept as 
rE'1.l.1 the existC'l1ce of the obj€'ct reproduced, actually re-pl'esented, 
set before us, that is to say, ln time and space. Photogl'aphy 
enjoys a cPl'tain advanLage in virtue of this transference of reality 
from the t111ng tü its reproduction. (Bazin, 1967: 13-14) 

71 See André Bazin, What is Cinema? (Berkeley: U California P, 1967), vol. l, 
"The Onlology of the Photographie Image," 9-16; "The My th of Total Cinema," 17-
22; "The Evolution of the Language of Cinema," 23-40; What is Cinema? (Berkeley: 
U Califol'nia P, IH71), ... o\. Il, "An Aesthetic. Reality: Cinematic Realism and the 
tlalian School of UH' Liberation," 16-.. 1O. 
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What Bazin's mode} of the cint'Illatic ",'pa!" o\'<,!'look s is the nal tll'l' nf Uw obJ(\('l 

being reproduced. The Vll'W!:'!' rnay l'ecogniz(' an ObJl'l'I t'Ol' whlll il i::;, fol' 

example, she can statl~ "that's n Il'ain.'' Whlll' ::;he caf! l'ecognizt' IIH' l'onl.t'III of 

that ,llag<', t.he tenuous daims about hno .... lpdgp t hl' illlll~t' 1II1l:-' lIl' maklllg is 

radical1y E>llIfLed through tht' nH'dmting l'ole of Lht' cllH'mal.w l/IIilgt' II~H'lf. Thil-> 

was demonsLl'att'd wlth the \HW of Abl'aham 7apl'udt'I"::; fooL.lge III ./FI\; h'al( "ill~ 

the faotage repeatedly docs 1101 Pl'OVldp thf' 1;\('\\'Ul' wilh IIlOI'!' 1\lluwlt'd~I' IIbOll1 

the actual eVéllt. Simtlady, Wl' CHn reLul'n Lo th" l'\dll,!>I!' ~\ hl( Il u(lt'/II'd 1 hls 

thesis: while the train thnt ilppeal'ed on Lhp S('l'l't'n .... 1\1'11 LI\<! \.\11111;'1'1' hl 01 In'!':-, 

sCl'eened thell' fit'sL film looked l'eal, tht) image was fundalllt'IlLnll,\ (lIfl"'I'('1l1 fl'Olll 

a train in the l'Cd1 wOlld. This was ,'pal1,,;pd b:. t.hl' ,11ldlPf)("· of th!' I,III1t', as !WOll 

as the train did not crash Lhl'ollgh the S(Teen, ll:---d n'In fUl'l t'd on Il /lIIISS selll,' 

by Porter shol'tly afLer, when he filn)l~d Uncle JOI:,h <'lL Tht' /lfo~ 1lI,~ ()wlu/'(' Show 

(1902). 

Stanley Cavell attempts lo drcumnavIga!.p Ihls !Jroblc'lll h,'> ('lalllling UlIIl. film 

does not offer the viewer l'ealiLy; Îm;lc.id, Lèll'(J!I~h 11lt' pl'ocessps or fJ'llflllllg, 

editing, and choosing what 1.0 htl\ c in fl'on!' of Llw (H!lWI'Il, film urf"I'''' t h(~ vipw"I' 

li l'eality. n Conceivably, many different filmllld,kl'l's ('oilld !)"f'~f'1I1 dlffl'l'f'nL 

realities from L'le same set of ima15cs. This aisa Sl'pms Co h(' Il dubiolls ('[al Ill, aH 

"reality," in this monel becomes il meanmglcss t.t'rm. WIIt'Il (;odal'd fj'('ls OV"l' 

which tl'ee he shoots in Deux ou t.rois C!J06C>S Cf/l!c' JL' .'><1/.4 ,j'dlt', Ilf' IH 1101 WOI'!')('d 

about whether he is showing l'ealJ(y 1,0 the viewel'; Iw l~ ('onc"l'Il<'d chat. 1 hl' 

process of selectIOn Itself forees t.he cmema to tH:, rwally, soJ('ly /'P[lt'(·:.;('nl;·L!oCl. 

As he focuses on salUe leaves in PariS, Godard':,:; voic,-'-()\cl' 15 ill'ill'd saYlng: "For 

example, we have some leaves and evcn If JulIette dopsn 'l hf.l.v(' 'Illwh in ('OIll/llOti 

with a Faulkner herOlne, our leaves cauld be madl' ,Jus\. as d,'arnat il' :th LhOf:f' of 

wild palm lrees" (Godard, 1975: 154). WhaL Godard IJoi Il t s Lu hl' l'P, an cl dOf>H 

continuously throughout this film, if) that to idpnllfy what iL sign l'epl'('spnt.s 

iconically if') not to locate its mf'a.ning. There are le,w(·~ in Gochll'd's fllm, and 

Lumière's film of a train is a train, but. wh,J,L does t.hal. 1.(~1l Il!:> about Uwse 

7Z See Stanley Gavell, The World Viewed 2nd ed. (Cambridge, MA: Harvard 
UP, 1979): 74-107. 
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images: whl.lL do the y IlIcan? E;xllmining' he Sdme film, Paul Coates writes: "The 

non-(>xiHlencp of li gl'ammar of fIlm (the only 1 gl'ammar' is WittgE'nsteiman: the 

pr'agrnatic kno ..... ledge of how to use il.) t.ormenls Il Godar'd in parlicular, for il. 

deprivps hlOl of Uw cert.ltude Uw.t he IS convt~ying his point to the audienc.e [ 

••• J (Coatl'H, 1985: 5-6). Godard '8 uncertainty lies addresses the basic 

c.:otluCldruOl of the CIrJellla. Out of d,ll the tl'pes T h,tvE' seen in the real world, J 

havI' not PXfH)riprJcpd any of UIPlll the way 1 e;xperietwe Godard's tl'ee ln Deux ou 

tl'ois chaSt>.'; quI' .JO s(lis d'('JJe. The reason why is apparent: a tl'ee in the real 

world is not a t'f'pr'csent.atiotl of a t.ree; Il 18 not a symbol; it is not an image that 

l't'ff'l's tn somcllllng pIse. The real and the representation are intrlnsically tied, 

yet. the meaning of thp artifact changes through cinematic rnediation. QuesLioning 

the role played by mediation IS what is rnissing from Bazin and Cavell's argument. 

Realisrn thpTl refers t.o how the film is understood by the audience, and not 

tu the daimR il. is mahing aboul lhe l'eal \<Io1'1d. The "real" is not meant lo lrnply 

a lack of mf>diaLion on the part of the image, or an ontological cel'tainly about the 

nalul'f' of Ut(' Înlflge's referent in the real world. The image may strike the 

vie weI' wilh an irnmediacy that Implif~s a direct access ta the l'eal wOl'ld. Yet, the 

image ean dncpive the viewl"r; whether or not the image actually corresponds ta 

a l'pal event. is, al. timcs, seeondary. 

Surfaces and Fac8des 

Maurice Mpl'lf>ElU-Ponty, the French phenornenologist, takes a different approach 

to tht> psychological "l'cal" than Bazin or Cavell. For Merleau-Ponty, knowledge 

and undet'st.ünding are not mind-dependent phenomena, but mind-independent. 

The subJcct. t'esponds lo the world she is placed in; the mind does not dctermine 

t'caHty. His dpsl'l'iptIon of Gestalt psychology, a psychology of perceptions and 

surfaces, is as follows: 

The new psychology has, generally speaking, revealed man to us not 
as an undet'standing which constructs the world but as being 
thrown into the wodd and attached ta it hy a natural bond. As a 
l'esult il l'e-edtwales us in how to see this world which we touch at 
every point of our being, whereas c1assical psychology abandoned 
lhe lived world for the one scientific knowledge succeeded in 
constl'ucting. (Herleau-Ponty, [1945] 1948: 53-54) 

Paisley Livmgston writes that Merleau-Ponty thought "rn]ot only would it be 
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possible ta deserib(> the \'elations bet\\7PPI1 PI'l'CPpt lOti, l'vpr) ddY intel'subjl'('t I\'!' 

undel'standing, and sorne of Lhe ba~\I(, stl'uctUl't'S of dnt!mat.1<' ('\PPt'iPtH'I), bllt il 

would also he posslblt~ to provld" 3 psycholoj.{j('al ba~u, :lnd JtlstifICatlO1I fot' Il 

partlC'ular set of aesthpl!cs in clTwma" (Lh lt1~s!Otl, 1 H!J2,t: 1). 1>1 (>1' 1(>:lu- Po /1 ty 

argues that the cinPllIa i" <"l, primal'J!) \ Isual llIt'dllllll, il IIl1nd-IOdl'jH'ndl'lI! 

phenomena. CtnpmA offpt'R a l'caliRLH' imagt' of t lit' pht'Ilolllt'nal world. l'-!l'dl'Ilu-

Pont y \Vl'ites t.hat; 

p'llovies do hRve a basIc realism: Uw ,lctOl'8 should hl' liai tll'al, UIl' 
set should be as realisllc as possible; fOl' '1 tH' power' of l'palil,;' 
released on the SCl'een IS such lhal the Iea~l st ~ h;r,aLion will l'IlIHW 

it to go flat' (Lpenhal'dtl. l'hal do!:'s nol nlt'IH1, howe\'(~l', lhaL t h(' 
movies are fatl'!d to lel Ils sl'e and hp,u' VI hdl \\ (' wOllld bel' and ~I(\al' 

if we wel'e pl'PSt'llt d.t trI/' ('\,('nL8 bt~llllo\ l'platl'd. (MI'l'lt'/lll-I'oIlLy, 
[1945] 1948: 57) 

Cinema does diff!:'!' l'rom lhe l'eal world bl~('a\lSt' of II b Pl'I'('):-'lun and ('x,wlILlldp. 

Merleau-Ponl) writes: "Cinematof5l'<.lplll<' drama IS, so ICI spl'ak, fnlt'l'-gl.Ü/lpd t han 

real-life dl'amas: II. tak(~s place in a ",(JI'jd lhat 1:-' 11101'(' "\lwL 1 han Lh(' l'l'al wol'ld. 

But ir Lhe last analysls IJE'I'cpptÎon I)l'I'miLs us 1.0 undf'I',c,tand 1 f,f' lIWilllltl,IJ of UI(' 

cinema. A movle is not thought; It is Pl>I'(~('I\('d" (\.}PI'lI'iw-l'ont,\,ll!JFJj l~HH: fiR). 

For Merleau-Ponty, this glVI~S the VIPW(,I' a thff(~I'pnl la"" OT! Lllt' "l'l'.tl," ilh :-.hl' 

has the ability ta f>xpel'ience what one Cdll no! v. il h a lIù\ l'I 01' .1 !J(II'm--: .. ;lIl' ('an 

see, \Vith exactitude, tht> way pl>oplf' beha\ f> ln th!' pl!el1urJl!'n:d wOI'Jd. 'l'hl' 

possibility of thls sort of l'epresentation does Tlot makI' t hl' ('Itlf'Ill:tI le 1\ ol'ld (,'{tilt! 

to lhe "l'eal"; it instf~ad shows us lhl1lgs about l'(·allty t.haL \'>Jl' 1 an nol IIHwdly 

notice or see. 

Despite some slml1arities, thlS is a fundanwnLtlly dlffl'!'('nl daHII from the 

ones made by realists such as Bazm, who argues lh;it Uw CItH'lllli orff>rH W:CPss 

to the real world phf'nomena. Merleau-PonLy is closel' tu 1 hl' pOInt (Jf Vj('W of 

Siegfried Kracauer, who al'gues that "films come inio UwÎl' own whl'Il Ilj('Y t'p( ()/'cl 

and reveal physical reality" (Kracélller, 1960: ·11). Krm:atH'r fell t hat films had 

to capture the reahty that the VIeWCl' dops not 01' ran nol. lIsually S(!(~ in th( 

phenomena worldj his examples are the mtricate TIIovemellls of 1(';l\'f'S, watf')', and 

people in the Lumière brolbel's' films such as SOl'tw des USllI('S L'JII/J(~J''-' (IH95L 

Le déjeuner de bébé (1896), and L'Arroseur a.rrose (1895), and (~ad'y Anwl'icüll 
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films such as D.W. Grlfflth's Intolerance (1911)) and CharlIe Chaplin's A J)og's Life 

(IH1H). W,t!ching thpsp (!ypryday f'\(>utf> In detall was, for 1\1'aCaUpl', L11t-' psspnce 

of t /-w "r'(~al" in cinf'rna. 1 hls is n'Inted t 0 \</hal. Mprleau-Ponly was suggf'sting. 

J-Ol' hllll, drwlIlllt.JC r('prt'~t'nLl.l wn dld Ilot stand HI for the "1'('<11" Lhl'ough the 

at.U~rnpt. ta /'('pl!catp It; ltlstead, the> clrll'matk "n>al" (jIVPS the \ !ewer access ta 

int-;igbts about realiLy t hrollljh Lh(~ l'l'pst'llLalioll of qualttws and bchaVlOUI'S that 

go unnot.l( pd ln L1lt' l'pal world. 

'l'hl' dlffpl'(:ncp Iwtwet'u Kl'aCallPl' dnd ~kl'I('au- Pont y i~ the latlel"s intt'rest 

Hl psychology. rt 18 i/lllJol'tllnt ta note that fol' Mf'rleau-Pont y, thf~ e>"j>E'l'ience of 

the CInema IR an f'xLprnal onl~; UI(' VIl:'her IS intcrcsted In the c,llrfaces of the 

chal'actpl's, not in thell' internai psychological complc",e~. Merleau-Ponty wrltes 

that t.hl' cinema do('s "[ , .. J not give us [t1w dWI',H'tf'r's] tlJOughts [ .• ,l, buL 

his (;onduct anrl bphavlolu', They direcUy pl'cspnt Lo liS tltat speCial way of 

heing ln tJH' wol'ld, of deahng with things and 01 her pl'oph~, w hlch \\'1::' can spe 

in thf' sigll-Iangllage ai g{'sl Il!'e anrl gaz,p and wÎtÏ< h clcdl'Iy deflnes t'ael! pel'son 

Wp know" (t'lpl'leall-Ponty, 119·15] 1~18: 58). ~h~rleau-Ponty, then, iwhevps that 

t.he way ln whieh the subJcct h.nows anothel' persan Hl the J'l'al world IS thl'ough 

pht'nolllptlologk,t! higns--thl'ough alJpeanll1ce, g~~SL\ll'e, l-lUrLiCe l'eadlT1J:;s--slgns 

wtllch ("H1 bf' l'l>phcaU~d within the cllIema. The cinema should show t.ht, viewer 

char'al'! ,'r'1:, in tht, :-lame manner that t hey would sec l,hpnl tri lh(-' l'cal world, dnd 

not aUclilpL to I-'Xpl'C'SS U)(' l'IllH'actel"s V1SUdi e\pCl'lenCf!; \\e should see cmematic 

chal',ll Ll'I'S t ht' wa) WP wùllid sec them If the}" ",<:,1'(> l'cal, we should not 

apPI'uJ)J'llltc lhei1' si)JhL l'hf' "dolly ollt, zoom in" shoL in the bell-t.O\\'er sr:ene 

ill HILcheoch'H l't>rtlt;O (Hl58) IS not the way to J'(~pref)enL the "J't'al"; instead the 

vipwel' shollld see Scottle (Jaille::. Stewart) dlZz:, and off-ba.lance. 

ThE' fJ! !11ll1fik l'l' who conforms the most to this typP of aeslhetic 18 Hobert 

Bl'PHROII. In films likf> Lf'S Dames du Bois de Boulogne (1944), Un Homme 

('ond:l1/1né n Nort :,;'est Échappô (1956), and Une Femme Douce (1969), Bresson 

elllbt'lu'('S this type of aestbetic, d~nying the viewer psychological motivations for 

I.ht' ('har'lwtl'!'S actions, and showing only the character's sudaces. Bresson 

wl'itl'S t hal, lfl lus films, he atLempts "ta mahe a film about abJects which would 

al, thé' samp 1 imt' have' il soul" (Cameron, 1969: 8), Taken ta the extreme as it IS 

by Bressoll, Lhis is an intf'l'('sting aesthetic sLrategy 1 but it does not demonstrate 
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anything othe l' than .llloll!el' nludl'l of ps:,('hul~)glcal l'l'/dISfIl; t 1\1' qllt'~tIOIlI:> (If 

mediallon, al,tifice, and the "l't'al" cu'e ilOt. boh pd b,\ ~lt'J'lpall-Pnllt y. 

Pont y, despi!f' his desire fol' ps~ chological /'f'alislII ln t 1\1' \'lflt'Ill,l. \'l!:oltl'S 10 1,1'('(1 

it "other," 1.0 use the cinema lo p\,plfun t'('altl ~, to Il'l t IH' \ H \\t'!' SI'I'S t hil\~~s t 1\1' 

would usually mis::;. Ps~'chologH',d l't'al1::-'1ll tht'Tl h'ads J(J I}\(' .... :UII(' p/'oh'('Ill~ 011(' 

finds in the rE'alism uf Bazin: th!' dpSU't' for l'palIst\(' ,1l'tlfICt' do('~ nol (''1lllllt' Il) 

the cinelllatic "l't>al." 

The Onto/ogy of The Image 

Thel'e art' othpl' arguments lhaL 1.1''>' to establish ("",IC! 1;.- ",hnl Uw phulo~/'iIphk 

and clnE'mallc "real" IS. 

argumenl, which he flnd", hd7Y, drums that cbp pholog'I'llphl<' Illld~1' gIVt'l-l 1 hl' 

transparent, ~IV\l)1,', Ih(-> \iew('l' a pOl'Lal 10 a l't'al <'\t'Ill \Tl thl' pll~;I. h',dton v,'I,itPh: 

To vip,," a serpPnlllg uf' Fl'pdp!'ll h1uwman',.; J't!wu! ['u/ltes (19(i7) III 

Sa,n FntncIC;('O in l\JHl IS 10 \\al,( II (',('nls whw!! O('I'lll'!'t't! III 1~)h7 al 

the Bl'Idg(~""tlf'l' SIJttl' lIuhPlld[ fol' lit!' (l'Inllllal1~ 1 rlS:ltlt', 

Photogl'aphs ,ll'P t r.'H1:o,p:tll'nt. hl' Sl'I' t hl' \\'Ill'Id t }U'UIIJ.j/J t 11<"111, 1 11111:,(, 

warn agHlnst V,,1t.é~1'11l1oi dOWII 1 hlS '-,\lg~('sLICJII, a~iIIn:-,t Lahmg Il 10 LH' 
a colOl'ful, (Jr exaggPl'Iltl'd, lIt' not ljU111' Ill('I',d V,H,~ (lt fIIaktrl~ d 

relallvd~' mundane pOIIlt. 1 ••• 1 \1,> l'lallll IS t twt w(' ',('t' !jllll!' 

litet'all~, OIH' dpad ['('latn 1'8 t helllht'I, ('r:; \dll'n \\(' I(lok al ph(IIIJ~l aphh 

of tht'Ill. (walton, J98-}: ~;)1-2:ï2) 

If this Wf'I'P thp cas!:', Im\'ing sepn J'/t/f'ut Fol/w .... , 1 haVI' aJho SPf'n Ulr> g()rng.., 011 

at Bridgewater, Just as the gual'ds and mmates UWl'e hu: ... \'. This !Wennl Ln nit' 

to be hopelf'ssly mlsgulded; any notion of Illl'diatlUfI is los!. HI thi<, mmlp], On an 

intuitive l{'vel, l would have 1.,0 say t.hat 1 did not SPI' ,John F. Kf~ntl/'dY'M Illlll'dpr, 

nor dld l evel' see Adolf Hltlt-'l' al )Jurembllrg. r knlh\ , h('s(' p .... opl/' Ilnd f>VpntE 

existed, but they eXIst as abstracl knowled~e. Dissolving n!<,diat Inn 1 hen m<'llns 

the dissolving of any form of reprpspntRtion by the photo~;'H.ph\l' in\il~l'. (it'('~ory 

Currie, respondmg 1.0 Walton, offers the f()lIowin~ f~xflmplf> to cOllnt.l'rw:t. Wllllon'R 

claim. He 'Hites: 

A and B are two clocks. The orientat.lOn of the hnnds of A govl!rns 
the orientation of the hands of B by means, let us SUPPOSf', of }'adio 
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signnlH. 1 lin! loohlfl~ at ('Iol'k Hi l'iock t\ IS out of si~ht. Therf~ is 
a nalIJl',t1 rkr)('rldpr,( p hpl \vl'pn my vistlal ('xperience of dock Band 
the> apr"'iU'llT\e'p of ,'lo('h .\. If clo('k A'R hand'~ had bp('n ln a 
diffpl'I'nt Ol'/pntal Ion al 1 ~H In(JTIlf'nt. of lin sef'ing cloch R, th(~ 

ol'If'nl,d Ion of C'\ue'h B'~ h,tnd hOl!ld havi' hpf Tl COITf'spondmgl,v 
rlif'fl'rpn!, :lIld 1,0 .... (Jtllc! Ill,' \ ISlHtl ('\pp!'ietJ('(>. BuL thert> is no 
pl.tlls/hilil," Irl Ilw ,'Iéum 1 haL r '->1'1', (lI' pl'l'CP!\ e Irl an,\' \va;'," , dock ,\ 
whpfI 1 SC'" e loI'\., B. (l'tlt l'!I', 1ge1l: ~ri) 

HI·rp ('tlrt'i.' ekfll(Jn...,II',tfps 1 hdt lIlI'di<llion dne.'> ta!;e· l'lae'(' betwf'en technologies 

thal />IIt'port .. dlv "';how tl1-> ! he> ,,>aOlI' phf'tlOmetlil.. But agam, thf're is no clue as 

1.0 th" nat Il!'P of t hl' ph('noll\pna ü::;('lf. For ('urrle, likt> Wallon, lt 15 enough to 

show t hat UW1'(' IS Il ('O-l'f'latlOn bptWE'PrJ t.he Obj0Ct !Tl re::tlit y and the abject on 

t.hf' sr'j'I'l'TI, but whal thp pl'psellCP of that ('lr}(>rn;ÜlC obJl'd means, beyond its 

visual 'lllllllal'lt\l'I-> to t~l<' obJf:ct Jn t'CaIlly, lS left IIndetermmed. 

WaltrHl daHlls 1 hal 1 he photographlC irnclgp glVCS thp VH'wer' dll'pet access 

1,0 Ulf> l'pal w()t'ld, mOI'(, su \ hall na.?in or any of thE' realIsLs. Bath Walton and 

Cil rTÎp I1rt' nlso c1arming 1 hat t hel'p IS sorne prpclse tl'llt-h ('ontl'nt that r:au bp 

disCPl'l\hl [rolll th!' photographie Imag0; yet, Il ser'ms to me that any real 

Jnl!aning, IH',VOfld ('ol'l'I'dl) Idpntifynlg what. tJw Ob;l'Ct in front of the camera was, 

('OIllPS t'I'OIll t Il(' / nI l'tillOtls of t hf' photogr'<lphpl' or filmmaker who uses the images 

to t.hetr' ow ri c'nds, t'VPfI If th!' meanmgs are unkllown ta them at the Ume of 

produl'l,JOn. l'el, Walton would havp us bellevf' that we have actually seen thE' 

t'vents in l'l'on! of Uw call1Pra, alb(~!t from SOmE'OTle else's somewhat subjective 

I->oinl of VII'W. Hp wl'itps: 

1 n f'l'l/Il11ph of the WIll, LE'ni Riefeonst:ahl, bv careful sp]ection and 
pdltlnL!. 'intpl'l>I'l'ts' fol' Ile; thf' i-Ja7:i Party C:onF.!l'f'SS of 1934; she 
rppl'espnts lt as shp ('OnstrlH'R il. Tt clnp~ not fnl1nw th;ü WP 

Oll"s(~ly('e; do no! sc'!' H,tlPt"s alrlll::tnp npsr'f'nnîne' lhroll!!h thp doune;, 
th!' thnllSHtld" of 1l\i\T'!'hiTll! tl'O[)P<', ~nrl l'hppriné' "npc'!:üors. Rnn 
Hitlf'1' d.,I" i'I'ln'-' th':~rlp,- ""pn if thr> film fnstpt's mie;roncpptions 
Rhollt thp thlnL"" \vI' ,,('p, innl\rînl?' Ils tn hplipvp. fOI' p:\Rmnlp.thnt th(' 
ppopl(' WP ser> WP1'P nlnt'r> pnthllsiRstJ(' ahollt Hitler than thpv actuallv 
Wf'I'f'. \~(' r':Hl hl' AWHt'f'. pvpn vividl \" RWal'P. of b0th thf' medium and 
t hp mRke'l' \-J'! hout pithpl' blockinf! OUI' viE'w of thp ob iect. (Walton. 
19R4: 2fl2) 

This SI'(>nlS OY!'l'lv sinwlist ic. as t hf' dnf'ma itsf'lf wOl/ld have no meaninf! if this 

WCl't' t hl' cas('; t'PPl't'sf'ntation and r('aIttv would be, while formal1v distinf!uishahle. 

ont()I()~kaJl~' t tH' samp. This does not makp anv sense. Tt would not be very 
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difficult to take the ima~es from Der Triumph des WiIli'llS, of thf' Cl'OWdR dlP('l'ill~ 

for Hitler in 1934, re-edit them. Il turn thpm Hlto what \\'mlld Hf'PIll to hl' V-,I Dnv 

foota~e from Britain, or into fi comedy--in faet, Lf'n Lve' ha!'> dOlle ius! t his, 

Would this still bl" a subjective view of thp C'!'owds t.hnt ('hPI,t,l'c! on lIitl",'" Th.' 

fil'st problem with this model is thp m('anirH~ of thp ob jpc! in tllP plwnoml'lllll 

world. WalLon belÎpves that t hl" oh ]f'ct ihwlf is dpvoid of I1n \' sul> 1<'<'I1\'f' lIlf'arlÏTlll. 

or anv ambiguitv, whir'h élS \\II" shall spp is no! t hp ('asC', 

Walton's f'l.<tims <:/ln hl" pl'ohlpmAI iv.pd bv (>xélrnininr} Slnll Bl'lIl, hllL~("H TIIf' Ad 

of Seein~ r.;ith onp's own F,vpp;, ln thic.., film, HI'<ll.;ha~p IS fat' mOI'!' ('Ollf'PI'rlPe! 

with OH-' limits of rinpmfltk nprrf'ptions t h1ln wH h t he' l'PAl Wnt'Id r'(),'n~f'<: hl' 

documpnts. Indf'pd, Ihis film tht'OWR thp notion nf nO('l/ffiPnfllrv in!o fllll'Rlion. !I~ 

the pOWf'r of thf' film lips in 1 hp ffwt 1 hRt I-hp RnpdRtnt' hplipvPH 1 hl-lt whlll Hhl' 

Sf'P8 i8 rf'ill: what t.tlP film ;:wtIlAlh, tpll8 thp Vif'Wf'l' AhOIl! "PHI world nhpTHlll1PTHl 

Is il'l'P If'Vfln t, 

The Ad of Sep;nE! 

Stan RrAkhAf!'0'''' films ::ll'P nr'rîfOllnrllv !'rînC'Pl'nf'rI wHh thp n:lturf' of sil!ht. in hol h 

t.hf' rlnpmA Ann rpAlitv, ai'; Pfln hl" sppn ln Window W,qff'r Rnhv MO\"1n/! 119fi9) IInd 

The Art of 8ppin~ With on"":=; own F:Vf',c; (1q71 l. RrHkhHI!("o;;; l"'-;'l'jnw Wllff'I' ({:lIH' 

Movinff hpltinR wHh iml\è'PR of .Tnnp, StAn's wifp. tAkin{:t ;1 hdlh whlj{, nt'PI'nnnl, 

l'hh; firRt Sf'l!mf'nt of thf' film Rlmnc.;t c.;f'pm~ likp A l'nnlHlIl'dinn of Hrallh/l'.I(",-; 

earlipl' intpl'rollrc.;p film T,ovin~f 11qr.;R\· hprp F\r'nkhAdp ",hn",c.; hl" ~lY1d ,1nnp kic.;c.;lnr1 

and r.arf'Rsinl! pArh nthpl' R<: c.;hp hnthpc.;. 'l'h,, rAmPT'n c.;/'pmc: jr'''ln<:fh'pd hv ,fllrl!,'c.; 

winrlow forms fl rt'ORR thAt jntl"r~pr·t '" ;ü thp ('pnt"r nf ,lnnp's <~Inmnrh' 1 hl"'" 

imAè'pR f()(,llS in on thr> T1l'pQ'nArIf'V. 'l'hic-; fit'qt c.;pt ()f imR{:tpc.; iq divirlf'r1 From IIIf' 

rest of the film hv rpd lPAdpr' thprl th" hirth nl'()('0<;c.; hpçtinc.; Thp dor'lnt· inc.::pt'I <; 

his hflnrl ;ntn .TAnp'R VAl!inR. 'l'hpc.;p imlHtpc.; C:f'pm likp dnrllmpnblrv foot,nl!p, v01 

the film does not have a documpntarv ff'f'l to it. flR t hiR Rprl ion i~ lnl PT'('ut wlI h 

the images of Janf' bl1thin~. As thp hahv gradw-Illv pmpt'f!ps from .JllrH', t.hf' 

viewer Rees RhotR of hpr R(TPAmintt out in PRin (thp vir-wPt, OhVIOllRlv DrNwrn0S 

thi!'; • .<tS thf' film is silpnt). Vf't thf'sP im/H!f'R arp nlR() rpffiiniRcf"n1. of l,ovin/!. 
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Thpre is a tension in these ima/1:es, as the shots of the baby emer~in~ from 

Jan("s va~inll havI' a documpntarv look ta them, vet the ima~es of other parts of 

hf'l' body 111'<> frHgm0nted and :lf'sthetici?:ed; there are long shots of her buttocks 

Itnd hf' l' t highs. This leads ta FI. bizarre amah~amation of documentary and 

IlpsthpLlci7ed fool,llge. After tllP baby is born, thE'l'e is a montage of thp images 

Il'adlng Ill> to thi~ bi/,th, r('('appin~ the proeeSR; then as the placenta emerges, 

Stlin tl'Ilt'R il, open, picks 11 IlP, and films through it. After this scene, as the 

film drllwR 1,0 an ('nd, Stan giyes the camera ta Jane, who has just finished 

~iving blrth, in oroer ta film his responses ta the bir·th process; Stan looks 

elated, bul. iL Se(!mR strange ta have him on camera, as any documentary feel the 

film has fallH away, and suddenly the entire process of fllming seems quiLe 

nare iss isUe. 

Brahhftg(~'s film poses inLl'rpsting questions about how the film lheorist 

eould tHllld li model (Jf tlw "real" in the cinema. The structure of Bl'akhage's film 

is ant I-j'pulisl, '~xpel'illlental. Yel thE' subject matter, the bll'Lh of he and his 

wifp's fin;t child, and Lht" visceral response these images generaLe, make the 

viewl'/' f('('1 that whaL the images depict art:', in a sense, "real." The film, unlike 

nillTati\ (' CIlH'IlIH, is predolmnantly concprned with the nature of the cinematic 

imag(" Fdming tht> ehild emeJ'ging fl'om hiS wife's vagina, and subsequently 

filllllng thl'Ough the placPtü,a strikes the viewer wIth an immediacy that 18 not 

found ill 1lI0VlPH which subscribe 1.0 the princlples of verisimilitude or of 

du('ulllt> fi f fll'y CUli v en tian s. Aesthetlc conventions that point to the cinema's 

IlIht>t'puL llH'dlaLiotl /:l('t'nl la fRI1 away. Brakhage hlffisclf said thaL iL was the 

p1'(,8(>nc(' oC t Il(' camPl'u that kf'pt him from passing out dudng the process: 

1 ••• 1 l kllew Lhat for that first birth J could have nevûr sLood in 
t hat 1'00111, wlthout passing out or something, if l hadn't had a 
Call1ül'll. l'Ill HoL so consl.1tuted t.ü be ablE' La takt' an experience like 
thut. [ .•• 1 withoul. camel'a in hand, which is a major reasan why 
l ha v!' clWlel'a in hand, wllaL my life's work is. In fact, there's very 
litt.le LhaL's und(,l'standllble Lo me about lire, or even bearable, except 
the ~e('itlg of il. l hcl\(> managed my whole sight by making films. 
(fll'1lldldg'(', 1982: 196) 

IL IWPnlS, t1wn, that the fdm is as much about the processes of mediation as it 

is about the aet ual aet of secing. As "real" as the images seem, the effects of 

llIl'thation at'p what makt> both the filming and the film itself tolerable ta lhe 

130 



1 

l 

The Clldaver's Pulse 

audience. Gerald Mast has writlen thal h'Illdoh rÙltt'l' Baby Madng i8 "an ovcrull 

description of the process of birth--boUI the way th!' Pl'()('('Sf.; o('cu/'l'pd 

objectively and the way tOf' artist feH abolit UH' pl'oces:,; /ln il. wm, O(,(,lll'l'tng" 

(Mast, 1983: 135). Yet, despiLe how "l'ca)" it seems, 8\lI'\')~' t hl' film's hl~hl~' 

aesthetic :=.Lyle t.akes away from ils powel' to dt'j)IC!. ll)(' "PI·O(·I~f.;S of bll'UI" (1:15). 

The viewel' is agélin callght in a <jtl<lndal'~, as the Illla~l' uf thl' l\lr! il IS qtail,' 

gl'aphic (nnd masl vJewers have probahJ~ nol Sf'PIl cl t'hild bptng hOl'ld, ypt 1 III' 

image is aestheLlcizeù enough that lhe viE'WI~l' can fl'I'I dlstan('pd. l'his p.ll'ado\ 

comes to the fOl'eft'unt when Rrakha~c films Lhl'otlgh tht· pl,lcPllt.aj t hit-> IH bol h 

the mosL eonsciously aestheLic and graphie llIotllpnl. in 1}'Il" film. 'l'hl' Illl:t~('~, Sl'f'lIl 

hallucinatol'Y at this point, alld Litt> fillll Uwn seC'llls Illon' cfJ!1<'l'J'tlt'd wII Il how 

Bl'akhage Hlo'eS the event thun tlw ('vent III-,(·If. 'l'hl' fl'"lillg tlt.iI 1 III'> l~·; "l'l'Ill" 

dissipat.es in the face of the "ar'USt,'s vIsion"; tri sume W.ly!-', 1 hl> JasL lJal'l. of tht' 

film seems Iike u j)l"(~lude lo Bt"ukhag(:"s next bu"th t'Ilm TlIJl{h Lilll' [,Yl"{' 

Rectangulal' (1963), a film that is far morC' absLl'ade'l thall IVl/ldo!4 Iv;/t,er !Juby 

Movillg. 

The tensIon between docuflJentary and aI'BLh,·'L!('s ('!)I1WS Lu il ~lI'lld w!tpn 

Brakhage appears onsel'een. When Bl'akll!:igt' h,.ltldf> his wif(! th<' eH.IIH','1I 

immediately artel' she gives bil'th, th,' vÏl>WP1' 18 struch by thp fHeL litaI. 1111' 

cinema itself is intruding on t'eality. Up unLiI t.his point, th!, vi('wt~J' ('oldd 

conceivably believe that the t'dm is solely a docullI('nLttion of birlb, btll al, Ulis 

moment, those bpliefs are Lhrown into questIOn. TllIs Îs noL Dl'caUI;(' iln)' l'l'alisL 

conventions are brokeni there were none in 1 hiS filru 1,0 [)('gln with. 1 [)l-.LC,ld) Il 

is because the dnemati~ event of fllming th~· blt'tb has, trl a rt'al SI'IISP, 

fundamentally chang~~ù the event itself. l'ht> v lewel' bPCO/llf'S [tWill'!: thllL w hd!' UII' 

camera was documenting a naLlIl'aJ ev t'tÜ, a part uf th(' bil'th evenL w:tS HLagpd 

for the camera. 

These qUt'stions are takeIl a st~p furUwr ln Brahhagl"~ rh(, lit'" of S'f!C>Ir/t( 

Wzth one's own E.ves (1971). 

Documents," one of three films (the oLher' two ,1re Deus Ex and ('yl'S, boLh fl'om 

19'11) shot in the Pittsburgh area, in a form that JlIOt'(' CIOSl'ly resemblps 

documentary filmmaking t.han anyLhi dg els/! BnJ.khoge has done. 'l'lu: Ac f, of 
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Seeing With one'.c; own Ryes is shot in a Coroner's office in Pittsburgh; during 

the film th<> view(~r sees autopsies Lhat become more and more graphie as more 

and mon' corpsef:> roll by. This is an incredibly hard film ta watch, :rel it is a 

film whnre Hl!' pull between t.he "real" and cinematlc mediation is masL strangly 

[pit.. '1'h<' viewp.1' lS cont.Îl\\low:,!y struck by how powerful the images are; after 

wat.ching !.hlS film, one feels Il bit disLanciated ft'olll one's own body, after seeing 

the Înnul'ds af a (:orpse sa carefully unpacked, Yet one IS also struek by the 

faet that. LhlS is just a /-let of images, not l'eal at aU, jusL lighl on a screenj in 

fad l,he vÎ('w~'r mm,L keep Lelling hel'self this Lhroughout the film. Yet, this is 

Uw pOW{~t' of the film: if the vlewee can convince herself that these are just 

imagPH 0/1 the HCI'l't'n, t.hen how can anything be cO;Isidered "real" in the cinema? 

Yel., for BJ'akhag~, t.he l'eason fOl' making this film eame hom the opposite 

dil'pction; he fplt. he had t.a make the film in order ta get away from his more and 

more int.roverted vü-nons. Brakhag;e had to show someihing "l'eal." 

Of Mushroam Glouds 

To hl1Vt~ the effect of the "l'enl" in the cinema, the idea that the image has a 

refel'l'IlL in l'eality does not seem to be a fully adequate definition. William Wees, 

analyzing faund faotage films, points to the following: "One might begm by 

considcl'Îng the r'elevanee of found footage films ta the question of 

l'üprf'st~llt.IlLion; for', UH' use of found footage cannat help but challenge easy, 

unl'ef1ecI.IV(~ aSSllll1pt.lOrU., about the cÎnematic image as a substitutlOn for, or 

imitation of, a PI'P-l'xlsting, profilmie reality" (Wees, 1991: 2). Wees points out that 

al't:hival fOOI.,lgl' 18 beli('ved Lü glve the viewer unmediated access to the l'eal 

WOl'ld, "ldn t,rfcel, rcpt'esentation equals realit.y" (4). The process he is 

describing hen' lB diffel'ent fl'om Bazin 's, as here the footage is belleved to be 

reality, whel'eas with Bazin, it is reality. At any rate, it is a misapprehension 

to equat.e a priOl"l t.hE' imag\' with reality, as the way in which footage is used is 

as important as the content itself. Wees points lo a useful example of this in 

atom bomb imagery. The atOll! bomb detonations at Hiroshima and Nagasaki were, 

in man~' ways, the focal points of the development of twentieth century 

l.echnology, radically changing both the politiea1 and scientific landscape, Yet, 

t.he footage of these events, along with the footage of the U.S. bomb tests of the 
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1940's and 1950'8, are used mostly in UH' cinema as visuul nIPtaphors, Ilot unlikt' 

the butcher sequence in Stl'ikc. ThE' "r<-'al" seem~ 1.0 FaU awa,V tn 1 hN;P IHost l'p<ll 

of images, becoming almos!' pUI'P metaphor and l'epl'<'spnlaLIOIl. Tht' llltlluat.l' 

example of Lhis is the COllduslOn to Stan!p;\ kllorid\ '8 Dl'. St l':in:.;{'!m l', 01' /Jm~ 1 

Leal'ned ta Stop WOl'rymg :2lId Lo",.... The Bonlli (ln6;~), Whl'I'l' Il fllll'I'Y of !10mb 

detonations is accompanied L,y "We'll Mt'ct Again." W('\'~ d/'aws upon t wo OUIl'/" 

films which decontextualize bomb l!.xplosiotls. ln complu'llI/.{ Ilrll('l' (\)1111<'1"8 A 

Mo,,'ie (1958) with Michael JaclŒon's video The Miln /fi The "111'1"01" (1~l!-lH), ht> points 

out that: "In the discourse of The Man in The Mir/'ol', tlw l'PPl'l'sl'lltallUIi of lllt' 

nuclear explosion signifws hopcj I!l ti Mo',ne it signifies just 1 he oPl'm-,il l'; ) ('1 III 

the archive the shot IS pure, impersonal histol'Y, a'\ e\- Plll t hat 'llal't'aL('~ ILlwlf' 

through cinematic l'eprt~SenlatlOnlt (7). Jacld.,on's vllko pOlnLs L() h()\~ Ih(' 

decontextualizatioll of images leads ta an effacmg the' ''l'eal'' wllhlfl Lt'cll!lolugkally 

reproduced images. TlHS type of analYhi:,; C,lIl be p:-.t,I'IH.lt'd io ail 1 tH' 11lI11g('S 

appl'opl.·ialed ln the vid00. The juxlapo~ILion 01' l"t'ch v.al('~'d wllh Bob Gt'Idof 

makes them both Sf'em likp cool, cultul',tl hero('s, Yl'L SIlYh fl(JLhIClg a!J()tl! 1111' \ ,11-01 

discl'epancies betwecn lhcil' politienl achH>\'('[lH'rll s. 

viewer, in il llIove that could only be d('sct'Ibpd as ll~"('l'S(, scapf'gnatttlf.!;, as shi' 

feels thal she is part of the changes the .Jackson Video is ad»)I/,<ll'l!Y llstlllg. 

Watching "Live Aid" is eqllated \,Tilh Poland\; SoliJal'iL.)- 1tl()\'f'lIll'ntj illlpl~("IIJ.)-, liY 

consuming these images, we're aU a part of the changl's taklllg pLlef', df'HjllLf' 

political, sodal, cultuJ'al, and ecollomic dlscl'epancit·c;. nif' fac!- 1 hal. 1.1)(' /lIlllgN; 

in The Man in The Mil'l'or l'efer lo "l'cal" évents il>, al hest, !-,t'C(Jndlll'Y tu thc~ l'O\(­

the we play as politically-col"t'ect. ('onbUlllel'~. ThIS lH not an n.;o!aLpd, 

representalionaJ evellt., as t}w same trf'nd can be SPPTl in The ScorpJow,;' The 

Winds of Cha.nge (1991) video. 

Wees sees the change taking place in t.hf~ lise of this footag(' 01' Lh" ''l'pul'' 

taking place along the lines of the model of hist.Ol'Y t lIilt HenJanlÏll butlL Wt-Cf-i 

states: "If compilation fIlms 'quote hisLol'Y,' 

quoter s] the ruedla which have taken the 

The Man 1lJ 1'h(' N ll'rrll' [ 

place of hl!-,tul'Y" (7-8). 

••• J 

ThIS 

reproblematizes the question of the" real," as Uw sppcLalor'" rwlJer Li')!' Ifuage ~w"s 

a referent in the "real" wOl'ld is nowhere nf!ar enough. Jjpnjamin's PI.l.Ssllgell-
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Wf:.·rk and hiH relaLed Ul('ories of tllsLory open up some inLeresting debates as ta 

t.he nllturp of the ('lTlCnll1tic "l'cal." If cultural te),.t!:> do act as historical artifacts 

wilh li pnB!., [l1'('!:>enL, and fllturc, 1 h(-·tI Uw cmemallc "real" takes on st.rikingly 

dlff('l'('tlL flUan\'{~s. As UIP al'tifacLs themselves funcLÎoll as part of th€' culture, 

the> m('fUlltlg of thf' Cltlernii if-, not an bermt>tic Objf'cl; film changes as the culture 

t hllt!< thls .tpplH f; 1.0 the cmematlc Image tao, as these mushroom 

AnoUwr p.\ilmple of LlllS lB found in the apPl'Opl'lhtion of footage from 

Hwfenstahl'::; ne]' Tl'/Unlp/J des f\7 iJ1ens. ln ChapLe l' Thl'ee, l madE' the poinL that 

lhis flllll SP('/IlH !/lOI'f! lih.p a documentnl'Y today than il dld in thE' 1930's, (:-vell 

though most of U1C' Images were sLaged. Y(~tt when these images, which seem 

"renl," d(~spit.p t.h('i,' :->tatus as pl'opaganda, 1.1.1'(' appropriatcd, the clalllls that are 

made about th(! "real" wit.h these Images fundamentally change. This is seen in 

L('rI Ly(~'!:; :\ mltluLI' film The La11lb!:Jth h'alk (1941). Lye ta.kes footagE" from the 

HIl'fenslahl fIlm, re-L'dltR il, and pull:; IL to music, GO that the German 8chlJtz 

St,aft(·ltl tl'CJOpH are goost'-sLepping in lime wlt.h LI--, music; Lye does the same 

wiLh ff)oLag(' of 1I,tlpl' 1Il,lIdng a speech. The film becomes a Chaplwesque comedy 

abOlit ait' Na;!'ls; indcpd, iL is simi1ar La the s~'lpstick found in Chaplin's The Great 

Didlliol' (1 H-10). Yd, whih~ th~ film refers t.o r\'al-worlù events, it no longel' uses 

lhpIIl aB li l'ef('J'l'llt.; Lye turns the footage ill SldPSt.1Ck comedy, disempowf'ring Lhe 

ol'Îgillal pl'opflgandlst il' llllagps, 

This ty pt' of aPPl'upl'iation and dccontextuahzatio!l plays itself out on many 

It'vels. In chaptel' 1, 1 WI'OU' I:.LouL t.he openmg sequence of images in Bunuel 

und Pu\i's {in ('hWlI èlfldaloll, ao the serie:::; of surrealisl Image& that rnost. deady 

t>vohf>s t ht' "1'('(11," bt'l'HUS\> of Lhe pmotlonal effect tbe slicing of an ey<> has on 

li \'Ît'WI'I'; t.hlS llI1Hgl' he{!IllS "l'pal" despiLe Ull~ fact Uldl it IS ObvlOlisly staged. 

Yt't, LhlH sUt~pd illlagt' l'an also be 1'('>('onl(>xLualized as pure artifIce. In his VIdeo 

l. '}lJstOJ,'(>(t.) du ('iIu;ma (1988), Jpan-Luc Godard appl'opl'lates the "eye" sequence 

fl'oll\ BUt\llel and Oalt'::; film, and slIbverts il by usmg the first half of the 

t-;eqlll'tI('(' (nurlllt'1 pl'l'Pdl'Îtlg to I:>lice Lhe ey<.-'), and then he culs to a COlOUl' lluage 

of a cloud p,lsHing l)\ l'ri Il<' mf)on, The audiencf' knows the film and WaIts. The 

Itudlenct-', of (,Olll'St', IS \\idtmg for the Infamous imagp of the eye opening up, but 

l;odal'ù holds on the coloul' imag€>, The alldienee believes that Godard is skipping 
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the image it expects. At this point, Godard cuts 1.0 the imagt' of UlP l'y t' Opl'r11ng 

up, but he has transfel'red it tü video, ilnd Pl'OCt't~ds 1.0 play with t.ht> I:,qwed of 

the image, so the viewer sees th!' conlc'rlls of tht- t'yI' spilling out l:;lowl~·. B~' 

doing this, Godal'd is able 1.0 rf.>inv0sl Lhe image with \.Ile' pOWl'1' lt los\. m; tht' film 

became a "dassic" of the cinema. But, ln dOHlg so, LhC' .. t}I'W" ill\i\,~t, l't'ft'rh 10 

the original and, if t.he vi('wel' 18 familial' WII h 1 he Ol'Iglllili film, 1 ht' t'l'fpI'prw(' 10 

the "l'eal" is 10::;1,. The image b(~con1Ps sinlll,ll' 1,0 t lw il'OllW gross-ollt ,,('rpd~; or 

David Cl'ünenberg films lihe \'ùif'odl'oIJlt' (1983) and Tilt' Fly (19H7). Tllls point.s 

to the fact that the bt>lif'f in Uw "!'!!dl" in tllp cinema is quite pl'p('al'ÎDuH, dl'spltl' 

the mR.ny daims made 1.0 the opposite effpcl.. 

Through The Loolcing Gla.ss 

The 4.uesL fol' the "l'cal" in tÎle einema Iws not only in Ul(> POW(~I' of' 

vel'isil1lilltude , 01' ln the pl'esencp of li. pt'ofilmw l'ef\'!'CIÜ , bul. ahm within thl' 

socio-hislol'H.:al conLexts of the twentielh cenLlIl'Y. '\"f-ltheLÎI', polil wal, 

philosophical, and technological sUPPosItions Lhat ht'ld sway in {Ill du su,cJe 

Europe, wherp Lhe cinema flr~t, (?ll\t'l'ged, havf' b(~en Ihl'own inLo nuJH',d dotlbt 

throughout the Lweni.!eUI century. TIl(' IncolllprpfJ(>n!5lblf' lllaSH desU'llctiofl of 1.111' 

Holocaust, tJll' bombs al, Hil'oshim,~ anu t\ag,u ... ah l, clnd l'vt'nt s lik(' UI!' Vipl ~11I1I Wal' 

werp aIl doeument.s on fIlm, Thpsc' Îmagps t.h!'ow inlo (!llPS!.IOIl tJlP /)()WI')' or 

technologlcall;Y-!'t-'proùuc('d lmag(>s 1.0 infoJ'1lI the VII~wel' abulIl SOCI('!.Y. Slght. dOf'I; 

not necessRl'ily equ,lte to knowlt,dg(> and lIndf')'stanchng ill LIli' plH·t!oUH'llItl WIJt'ld, 

sa how would UliS hold ll'lH: fol' retJ\'(~~(~llldL)()ns? 1t i!-- of inLt'l'f>sl. lhal Ils 

critical, cultul'al, and !JoliliC'dl dISCOllt'SI'S makp pl'ofoulldly :~c('pt.J('al (:llliIllS, t.!lP)'P 

is still <In améizingly stl'OTlg dP811'f' WllhlIl the t'JrWIllH t.o document. Ilnd {'xplain UII' 

l'cal wOl'ld. Yet, lhel'c IS .1 HtrO/lg, self-('onsciol1s UIldt'l'LOf\0 ICJ t.h(->~w Ill,t.empt s; 

"seeing 18 believing" Hi no longer Il rnaxilll Ihat hnJds bway. 1\1 !JI(' l'ud of' UIP 

nineteenth centul'y, culture felt il could repl'e::;cnt itself lo Its!'lf; now it 1l\.t.prnpt.H 

ta rnake sense of [ts oWr\ rcpl'<:'sentations. 

Tight Little Island 

If my family i8 ta belicved, my grandfathel' only sa\J two IJJovle:,; ln his lifetulI": 
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AI(!xalJ(ü~I' !\1llcKendrl(:k's Tlf?hL [,,1,1.1(' lsl::wd (1~19; !j.K. tiLle, h'hish.y Galore!) and 

Hog(·)' Nplime'h Tllru'", of Clory (1960), stfl.l'rlng Alec liUHH.'~::-" Bath of these films 

ii/'l' about Scolland; flIy grandfaLher h:ft Lhpre ln 192~ to come Lü Canada. For 

SOIl\(' tlIlH', [ WH!> fah(,lnatl~d by Ihe faet thaL he had lived through the ùepression, 

two Wot'ld Wan;, and !'hen UH' Cold WUl', d.nd lle\ C'l' went la thp cmemd, the 

nH'dllJIIl that. 1->[>('11'- Il lal'gl' pltll of ILs t 1I111' diss('TIlltwllng illlagps of the se \'Cl'Y 

want.l'.j tu SPi; bull] tfw~w fil 1\I 1-> , ta sec if th(' pl'esence of Scotland 

within Lhl' fillllb W('I't' en()ll~h ln ulJd(~rst(lfld why he chose lhese lwo fl'om lhe> 

fort.y-f'1 VI' yl'ru'::, of cinema l.hal !>(lsspd by w hile hp was Hi Ca.nada. At fil'st, it 

sl~I'llIed banal 1.0 rtU.(:mpt 1 () l'('('onstl'lIct bis choices, yct upon l'C'flecllOn, l rea1ized 

t.hat. studymg ('lfI!~I1W, l'PStJ'lIctUl'C the past in t.l"1'nJS of entll'(l cultures; 

suddurdy thl' Idl'H SPt!lllf'd pract.i('al. 

1'igM J.iulc' lslnnd l found thl'llling, Th/" plot ta Ihis film is, at besl, 

insuuslantial. l'Il\llttH' Kacl dl'scl'lbes Il rts such: "[Tlhe wal'\.lIl1P ration of wh1skey 

haH l'lUI out, arld t Iw ir-olalld ['1 odday J is devfll:-.t.aLed by dl'ought. l'h(lll a ship [ 

••• J wiLh fiO,OOO cas('~ of S('ut.ch is wreckpd on thE' shon', and the parched 

island('J'~ Lak(' 011 tfll' swee\. task of ~;alvilg(''' (Kae}, 1984: 602). r lhlrJk what 

pxcitpd IIH' abulIt thf~ film was that Il rdatcd 1,0 what r constl'uctC'd 1,0 bt~ my awn 

falllily's Iw.;LoI'Y; \~HLdllllg Uw film, 1 \"as projeding myself as my grandfaLht~r 

wakhlng I.h!' l'dm. ThiS annO)ïng <-iIlLClbiogrnphical pause does }ecH] samewhere. 

The> "l'l'al" in the cillf~lIIa was present Hl this film, l am sp('culat.Îng, for Illy 

".p'andfall1('l'; whilp Il(' J\lJew t.ht.! fdm was flclional, msubstanLial fluff lo heglTl 

WII h, t hl' pl't'M'llet' uf li SCOLll~h island 10 the middlp of the ocean on th," scre€n 

..... ab l'11(l\II~h fol' lllm \0 wanL to b\~e 1L, Lo l'elive thl' past, ta 1maglne t.he present 

1 ht'l'l', Il onl~ 11l11dp Sf'l\~f' that the t \\-0 films èH' cbas(~ lo saw in his lIfelÏme 

J'(\l<lt.!'d lo whl'I'(' tH' OI'l~llldl1y caille fl'om; Illuch the same way you don 't carry 

snapshotb of Cli hel' {)(\ople's falllllics in yout' wallel, \·;hy go SRe films that don't 

lJl'oj~'l'L d bit. of yüUI' l'PHI \\odd back al you: 

Yet, lIlH'; lS .\ rHllh~ rf~adillg of a pclst l know nothing about; l now feel 

filon' 1 han l'\'Pl' t hdt III atlcll1pt.ing to lheorize the "l'eal" in the cinema, l am 

:.1 t.l>mpt.ing Lo t'~plaJn lllj- own faSCInation with moving images by analyzing 

"olll(\l's" who set'Ill far l'l'1Sler tü nnpack than myself. ThiS 1S an interesting 

('Oilleidt'Ill'P, ill> 1 sllggf'sl 1 hal. t.his 18 exactly wha.L one dues when one goes ta the 
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cinema: the viewel' sees the world thl'ollgh imagt'b--and llllRges at'c ('asil'l' to IiVt' 

with than the reu1 wodd. Lying at. the cenlE'l' of thls process is tht' pat'adox 1 

began with: the problematic l'ole of mediation. 

The CinemaUc "Real" 

The cinematlc "l'eal," thton, eXIsts wIthin tllt' Clnt-'lll,l III liIff('I'Prtt wlly~. On il blU:-H' 

level, one cOl/ld argue that thE' viewer's awal't~rll'SS that imagp Ol\ UH' scl't~t'n haH 

an unstaged refcr'enl within tht> l'eal \vorld is il flltldl.lll1!'nt.tl Pill" of [h,' \:llIl'llllltw 

"real." Yet, the l'elationship hl'l\H~en th!' l'cf''l'l'nt ,ttld t h.~ IIII,tg!', 1 hal Il-> tn :,a~' 

mediation, is also funùalllt-~ntd,l Lo ail:'; Blo(h,l nr tJw l'inpnla\ll' "1'('al." ThE' IIII.tg,'S 

of the bUl'Iling lIlonks Ihat ..11'(' present in Illgm:ll' Bf'I'~lllaJ\'s j't'I'SOIl<l (I!Hi(i) and 

Brook's Tt-,)] Me Lu'!:) are (':-.amplt->s or titis, Y(~t, lI' 'Il<' \'I1I1'1Il.1 IlIl'dl,lIt'~'; b .. " \\1'('11 

the real wOl'ld and tlw VleWt'l', how do Wf' kll<J\\ 1 h,L! t Il!'<.;(' IIIl!lgl'S Ilrt' .. t'('I1I"" 

l would argU(' thal we lwlieve t h,il thl..·y cl!'" ",'('al" 1 hrut!;:.!,h 1 h(' I,)()" of LI\( jlll.tg!'; 

the wa.} thej are shat, the ISl'aininesh of Illt, lfllagl', Ill!' Lwt Ih,ll 'hl' lI/ulIlu.; loul, 

real. This is aH tl'ue, ln the bJ'o.tdl~~t S!'l1::-'f~, bllt flOwhel'(' IH':U' ail ad"'lllal(, 

model, as the dIse IISSlOtl uf \,;,t1toll and Cut'l'ie 's wOl'k dpll\ot\<.;\ 1',lIl'd. 

The c..:on\ enlions of the ClIH:ma cali eastl} J-lr{~st'nt .UI ru'l ,rH i.lI 11II1l,L.(!' 'hal 

seems "real." The eyc scene Ifl Un Chù'l1 /1ncln/uli :,'JlIll low,u'd 1 hls. AnoU"'I' 

eJl.ample is Orsan Welles' Jo' For "'<the (1973), a fdm cOl}n:l'Iwd :-'(Jkl,'r wlllt Ihb 

issue; \ he f!lm "td1s the truth" fol' .in hou!' (a~. \vl'llt,S PI'(J/llisl's ,LI tlll! old:wtJ, 

and Lhen fat' t.he lasl t werlty ntlnut(~s, t-v'('lks lI('s thrulH.\h hl~ \ t~l'I h. III' 

appropriates the formal strategies of thp dOt'ljfllpntal',' film ,lnd LIli' do('ud f'lllllll, 

and so the viewel' belipves, lInUl the Idst mitl!tt(·, Lhat 1 h., lA ho)(' film lH Il'\11'. 

The cinematIc image plajs ~uch a strong l'olf: in dptt'l-mITllllg "dltt! \'VI' IrlVl,::·;I. In 

it that even though Welles b(~gins 1 }l(~ film J'(!r;Oll nLmg tJw IV;lr uf Titi 1 h'or/d_L., 

(1938) radiO dpbacle, Lhp \'1I'we1' do('s flOt. PIC" Ill) on th(~ 11lIplit:atl<HlS uf whll\ Ilf' 

is saj'ing. Thprefol'e, tht' "1'1;.11" HI ltH' CllH'nw. (:Illl abo tH' ('()f1~.t It ulpd by lmal-{(!S 

that the Vlcwel' b(~l)('ves an' l'eal, but iU'f' IIClI, 1 hl'ough 1 fil' malllplllat.I'lfl of 

cinematic fOl'fIl. Yt't, thpre st 111 must [H' 111('1'(1 \0 Il t han \ hu-., as Lh. vif'wPI' ('lirt 

know that sile b \lÏewing a fiction film, and si ill II. CIHl <;Lrilw Il ('hor'd that. whal 

she is seemg IS "t'eal." The examlJle of Iv('('kPrld point('d 1.0 th!!..,; Ulf' SHIlII' CHn 
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oe said for the abattoir sequence in Fassbindel'!s In einem Jahl' mit dl'eizehn 

Monden. Beyond this, fIlms such as Pasolmi 's Salô 0 le 120 giol'W'1.te di Sodoma, 

despite t.he cleat' faet Lhat it is Ci fiction film, crosses the line between fiction 

a.nd reaht.y in the ll11nd of the vwwel', because of its intensely graphie nature. 

This is w hf~/'e Benjalllin's wOl'k seems well-suited ta intel'vene in thlS 

l)(-bal(>. Benjamin's model of the "dialectieal image" within lhe cultural artifaet 

beginH lu allow the theuriot to tt'ace oul the cultural past, present, and future, 

through the cultuml commodily: in lhis case, film. In doing sa, one can then 

bllild a modpl whereby images thaL seem "l'edl" are constituted by the cultural 

bcliE'fs pl'ojecled onto the image; fol' instance, a belief in the cinema's potential 

t.o l'efe)' lo l'(:alily. In a model such as this, the "l'cal" in the CInema is 

consLJluted by the diul~~ctical collision of the cinema's power of signification and 

the lIeher ::>YSLl'Ols of the viewer herself. Here, Benjamin's moùel uffel's something 

which l\('it.hel' the psychoanalyUc or po~tmodern models can: a slI'ong, culturally 

consLituLed intu'action between t.he viewer and the screen. The viewer's 

pl'ojecLionti ollLo the sel'pen a1'(, tied ta both personal and cultural beUefs about 

Uw lII.tlu l'e of <'Ïnematie imfiges and what, on a case by casn basis, these images 

seem to r·(~prf.>sent. Beyond this, the cinema offers the fuIlest manifestation of 

Benjamin'", noUon of the "diulpc,tlcal image": a cultural al'tifact which, as image, 

pxh:LI:i acrOHS Lime in a stat.e of flux. Fol' the se l'easons, l believe the 

{)f)ôblbllILles of UliS option, even if proven wrong in terms of providing concrete 

answel'S, outwPlgh t.he far more deterministic models that currently hold sway in 

Film Studies. 
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FilmographJ' 

FILMOGRAPHY 

Act of 8(>t'Îng hf/th OflC'S OI1!J1 E,n.>s, du'. Stan Bmkhage (U.S., 1971) 

Aft.el' the Montreal ,A,If:tssacre, dit'. Geny Hogel's (Québec, 1990) 

Al!: Felll' Hats the SOIlI (An,tfst Essen Sec/v Allf), dll'. RaIner \.Jernel' Fassbinder 

(W('~~t (~prmany, 1:17;3) 

Ali l'hf:l.L I/{'(H'en WOI~'S, du'. Douglas Sirk (L.S., 1956) 

Ail 'l'lU' J'l'I's/cll'nt 's ,\If!lJ, dll'. ·\lan J. Pakula (V.S., 1976) 

AlJW'lII/" Cillew,l, dÎ,', :-IarCt'! Duchamp (France, 1926) 

Alldu/wwllI j)(l15, lu (UI1 Chiel/ andalou J, dirs. Salvador Dall and Luis Bunuel 

( F l':t Il t:(. , 1 ~]2H) 

ttjJocrt1JPsc No.,!, db,. Ft'ancl~ FOI'd Coppola (L'.S., 1979) 

Al'I'lv!: d'un trlim, L', di ... Auguste LumIère (France, 1895) 

Al'J'os{' j'Arroseur, Ùll'. Augusle Lumière (France, 1895) 

Au-delli d/l fi I>éct'mbrc, dira Catherine Fol (Ç~uébec, 1990) 

A.w-FlghL, ]'}w, dil's. TImothy Asch and Napolean Chagnon (U.S., 1975) 

Hèll'l'Y J. yfl(jull , dit'. SLanley Kubrick (Great Britain-U.S., 1975) 

Dattll'ship POlf'lIIJ.: in (Bl'onenosets [>otemkm), dir. Sergei EisensteIn (V.S. S.R., 1925) 

HII ft'r '1 t'a!'::> ur F'dr/j ,'on nant (Dle bItteren Tl'anen der Petra \,'on Kant), dira 

Halllt'I' Wer'ne)' Fassbinder (h'est German.}', 1972) 

fJ/1lt' A n,t:; t'J, The (Der blaue E'ngeJ), dir. Joseph von Sternberg (Germany, 1930) 

/Judy Ilt'lIt, du'. LaWI'f'flCP Kasdclfl (U.S., 1981) 

BO/'ll 011 tlj(' FOlll'l h of JuJJ, du'. Oliver Stone (V.S., 1990) 

('h/ll/l Syndrume, Tht', dir. James BrIdge (U.S., 1979) 

CIJlf1atohll, dil'. Homan Polanski (U.S" 1974) 

('omw, t ht' n:l/'IJlll'wn, dll'. John Milius (V.S., 1982) 

DWllt-'s cJ'J Ro!.', du Houlonge, Les, riir. Robpl't Bresson (France, 1944) 

DlWr::htt'/'-Nlfe, dll'. ~1lchelle Cilt'ofl (U.S. 1978) 

f}t'.JI'IIW'J' dl' ht>lu;, l.e, dir. Auguste Lumière (France, 1896) 

[)t'/Jc'lllesbt'll, du'x •• JeuneL and Caro (France, 1991) 

DI'IJS f'\, dll'. SL.w Bl'akhage (lI.S., 1971) 

/)('\'1} ,,~ a ~~'Ollldll, fhe, dll'. Joseph von Sternberg (V.S., 1935) 

[l()~ 's l.lf!", 4, dir. Charles Chaplm (V.S., 1918) 

1)oOI's, Tht', dtl'. Oliver Stone (U.S., 1991) 

[lI'. St l'fll1gl'lO\ e, 01', lIow J Learned to Lore the Bomb and Stop Worrying, dir. 

Slanlt'~ Kubl'll'k (U.S., 196J) 
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Duck Amuck, dir. Chuck Jones (V.S., 1953) 

Effi Briest (Fontane Effi Bl'lest), dir. Rainer hel'tH'!' Fassomdpl' (W(>st (;t'I'11li11l~', 

1974) 

Etel'nal Jeh, The (Jus Siiss), dit'. Viet Harlan (GCl'1Il1HlJ" 19·10) 

Étoile de mer, L', dir. i'-1nn Ray (F rance, 1928) 

eyes, dir. Stail Bmkhagp (C.S., 1971) 

F fol' Fake, du'. Orson Welles, (Spaill-Fl'ance, 1!173) 

Femme douce, L'ne, dil', Robert. Bresson (Fl'ance, 1D69) 

FÙ'st Blood, dil'. TeJ Kotcll<'ff (C.S" 1982) 

Flowers .:-wd Trces, du's. haIt. Dhme,y and Ub Iwel'l\.s (li.S. 193:1) 

Fly, The, dil'. David Cl'onenbel'g (C.:madcl-l'.S., 1~l8G) 

Fox and hù, PrJellds (}rwsLredltdt'l' Fl'eÛwlt), dil'. Hainel' h'l'!'net' Fa~sblr\d.'l' (\",,:-.1. 

Gel'many, 197-1) 

Germany, Pa.le .'Jotlle]' (Deutschlalld, hlC'lche l\Juttt'rJ, dn'. I!elma S,\I\(it'nj-Hl'lthlll~ 

(Kest Germany, 1980) 

Gel'llIéwy /fi AutumIl (Deutschland lm Hel'/)st), di!'. Ale:-.a.ndpl' I\luge (\""8\ (jp)'IlIIlIl.Y, 

1978) 

Gel'tie the Dinosaul', du'. \{indsol' t-1act'ay (l'.S., 1914) 

Gone h'ith the h'wd, dir. Hoberl Flemmg (LS., 193~)) 

Gl'ape.s of rVrèlLh, The, dir. John Ford (U.S., 1940) 

Grea.t Dictatol', The, dir. Charles ChR.pllll (l',S., 1940) 

Habanera, La, dl!'. Dellef SIerck (Douglw; Sll'k) (Germany, 1937) 

Heal'ts of Darkness, dirs. Fax Bahr and Gf'oJ'ge Hichl'nloopcl' (U.S., 1 !)91) 

Histoil'e(s) du cinéma, J/, du'. Jean-Luc (~odard (Fl'dnc'e-SwiL/'(>l'land, l~)HH) 

Hitlel'jl1nge Que."!:, dir. Hans Stt~inhoff (CJt'l'flkWY, 19J:l) 

Holocaust, dit'. Marvin Chompsh.} (U.S., 1~)78, tull'\,islOll) 

Hote1 Terminus: The Ure and TImes of A/aus Bt1.l'hlU, du'. Marcp! Uphlll:-. (Fl'{lfl!:C, 

1987 ) 

J'm Happy, l'ou'rc Happy, h'e'l'e Ali ll.'lPP.\, l/app,\, l//JPPJ, l/:lfJPJ, di!'. \,'!('IO 

Rippet' (Canada, 1990) 

Intolera.nce, dit'. D. \~', G!'ifflth (C.S., 1916) 

Jazz Singer, The, ùlr. Alan Crosland (U.S., 1927) 

JFK, dir. Olivet' Stone (C.S., IH9l) 

Lady in tllt.' LaJ~e, The, di!', h'.obp)'l ~1(Jnt.gomel'Y (l; ,S., 1946) 

Lambeth h'all" The, dIt'. Len Lyt:> (Gt'eat I3l'itain, 19·14) 

Las HUl'des, dir. LUiS BunueJ (Spain, 1932) 

Last Picture Show, The, dir. Peler Bogdanovich (C.S., 1971) 
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lJH.t>f. Tllll~() in Pa/'ls, du'. Hl'l'nlll'du Bprtolllcr.l (France-1taly, 1973) 

Lill Mal'ie('fJ, di/'. BdlfWl' Werrll'l' Fm·,sbltldpl' (West Germany, 1980) 

/'ovinj{, dir. St.an Bl'l1khagp (U.S., 1958) 

MIt)!fllflcl'nl OVM't>SJO!J, di ... Doughs Sil'/.;: n.s., 1854) 

MUfJ F,<'C'fljJ('d, ,1 (L'n !lo/llme ('uf/dall1l1é a Mort t> 'est Échappé), dir. Robert Bresson 

("rance, 19fi6) 

Mnn III UW MJl'l'ul', l'lw, du'. ~ic:hael .Jackson (C.S., t98H, video) 

Mlln h'110 .s'hut !.Io(·rl.l' \'nJ(llJ('(', Tht.>, d11'. John l'Ol'd (U.S., 1963) 

MalJ h'/IO };I/I wd h'oflJef), The, dll'. Y\onne RaIner (1;.S., 1985) 

Mm'ùwf)f' (lnd .Il1lùuw (DIe bk'](·rm.> ZcJt; The German Siste1'5), dIt'. t-largarethe von 

Trotta (Wt'~t. (~el'nHUlY, 19H1) 

Mfln'mgc of Manot 1I1'dUll (DIe Eh l' der Maria Brllun), ùir. Rainer Werner 

F:u ... sbtnd('l' (h'est Gl'l'many, 1978) 

{If(!( l'OjJO!U;, d Il'. F l'lt.z Lang (Ge l'IWH\ y, 1926) 

Mol'Occo, dll', Josl'ph \011 St.(~I'Ilben~ (l;.S., 1930) 

Mo\'if-.', il, dll', BI'lll:e ('onllPl' (LoS., 1958) 

N.'lIœd f Il/H'h, The, dit', David CruncnbC'rg (Canada-l:.S" 1992) 

NicJ('s Mù\'ll', dlL', Wim Wenders (West Gprmany-U.S., 1981) 

NiglJt <lnd Fog (.\'lllt et bJ'OllllhJ.l'd), du'. Alain Resnais (France, 1955) 

Nighl of Uu' I.n lll~ J)('rIJ, du'. George ROlllero (C.S., Hl68) 

Nosff'l'/-lfu (Nos fI' J'lI fIl, ('Jnf' S.\ mp}lOlIlC des Urtwnens), dl!'. F.W. t>1urnau (Germany, 

192~) 

Nol H.'cot/cllt'd (Nl('ht v<!rsbhnt), din .. Jean-Marie Straub and Danièle Huillet (West 

C;e l'mall:', 1 9{}:ï) 

Olympia, du', Lelli HldensLahl (Germany, 1936) 

120 DaJ s of Sodom, J'he (Salà u le 120 giornate di Sodoma), dir. Piel' Paolo 

l'm;olirl1 Ot.al) , 1~}Î5) 

On th,... h',qLeJ'fl'(llll, dll', Elia Kazan (V.S., 195-1) 

On hïfh lIH' Silo Il', dil', Alan Cl'osland (U.S" 1929) 

Ou]' III lit '1', (1 FIIIII F1'OIII German.\' (Hitler, ein Film aus Deutschland), dir. Hans-

,hi 1',1,( t'Il S y b"l' be l'~ (W PS t Ge rma.ny, 1977) 

l'eeping TOnI, dll', f\.lichael Po\\.ell (Gl'eat. Britaln, 1960) 

Pt'nlht'sl!t,<'I, ,hl'S, Laurll Mul"t'Y and Peter \';ollen (Great BriLain, 1974) 

l't'l'SOWI, dlr, tngl\\d.l' Bf'l'gman (Sweùen, 1966) 

l'/tl/noll, dit'. lHÏ\t,1' Slonf> (C,S" 1986) 

f 's.\'(' ho, dit'. Alfl'PÙ Hltchcoe!-\ (L.S., 1960) 

(tllt'l'dlc, dll', l{allH'l' Wern~r Fdssbindel' (Wf'st ~!erm "Y, 1982) 

ll'.'lml)(); First Blt)od P,~rt Two, dir. Gf'ol'ge Cosmatos (U.S., 1985) 
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Rashomon, dl!'. Akll'U Kurosa .... a (Japan, 1950) 

Re8.l' W'WdOk', du'. Alfred Hitchcock (l'.S., 19fil) 

Reassemb/agc, dit'. rrihll T. ~1inb-ha (Vlt"t :>:am-Sl>lwgal, 19H:2) 

RedufJPl's (Dit:' .1JlSt'ItÏg J'<3dULlèl'Lt! Pel'sollllChkeit--}(pdup(-'l'S), dil'. 11('11,1' Salllit'I'S 

(West Gt"l' m,lll y , 1977) 

Regal'diflg Henry, dll'. ~IIl,p Nichols (l;.S., 1991) 

RiddJes of tht' Spll/lL\, dl!'!:>. Lfilll':t !'-llilvey and Pet!'), \ùJlh"l\ ((il·t'.ll Ill'Ilaill, UliS) 

Roger and ,\{e, di!'. r-.[wlt.u::,J :-lool'e (U.S., 1 ~~~)O) 

Sans Solt'Il, 011'. Chi'iS r-tH'kt'l' (Fl'.-H1Ce, 198~) 

Scal'face, dit'. [\l'HUI Del'allll<l. (l.S., 19R:3) 

Shotth, di)". ('!ctl/(h' [,;-tllZfllcirln (F)'.-tnce, 1985) 

Sil(;;!ncL' of t he LmTJf;~, The, dil'. Jonal han Demnlt' (l;.S., 1991) 

SOl'l'Ok' and thL' Plt.\, The, dl!'. :-1d1TeJ Ophuls (Ft'unce, l~lÎO) 

SOl'tIt' des ll~llll->S, dÎr. ,\U~IISt(, LU/llI~~I't' (FI'il/let', 189:;) 

Spellboullcl, dll'. Alfred IlItc Itl:ock (L.S" 19·1;:)) 

Stageco.'lch, dll' .. John tord (l;.S., 19:~~n 

StrangeJ', J'ln', dit" Orson v,'cl1es (V.S., lH-16) 

StriJ.;{" dit'. SI:-'l'gt'I Flst->nstplfl (C.S.S.H., 1~)2.f) 

T8.l'nlshed Angels, dit'. Dougbs Sil'h (C.S., 1958) 

Tell Mf! Llt'~, dil'. Pelt'l' Bl'ook (Ct'eal BI'ILlltl, 19GR) 

Thigh I.lJH' Lyn' Rt"('taTH{lJldl', dll'. Slan Bl'.lkh.l~e, 19l1~) 

Tlght LJftle Ishwd (h"hlsJ,e,\ CcÛOl'l"), cil t'. Alexflndc'l' ~lacl.;endl icI-- «il'pal l\rilillll, 

] 949) 

TitU'ut Follw6, di!'. Fl'edllC \ùseman (C,S., 1\W7) 

Tobacco HOdJ, chl'. John Ford (l.S., 18,11) 

Tomm ..... , du'. I\en Rm,sel! (Gr~n.t Bl'lLalll, 19ï5) 

Top (ilt1, du'. Tony Scott (LS., 1986) 

TOI/ch of E~·t1, dir. Ol'sun \";plh,:" (t .S., IH5H) 

Tl'iumph of tht' hïll, di!'. L(-~lll Rlefenslahl (Gel'lllanJ" 193fi) 

Tunes of ûlol'J, dit'. Roger :--it'anw (L.S., 1~60) 

Th'o 01' ThreC' ThJfJ.!;~ [ KlJ(:"l\~' About /leI' (Dellx ou tl'ois choses qlle Jt' SIlIS d'ellt·), 

du'. Jean-Luc Godard (Franu', 19G6) 

Umberto D, dll', Fredel'Icü F .. llim (Italy, 19S2) 

Unc1e Josh a.t the ,\.fovllJfj Pu'ture ShOll j dll'. EdWin S. }Jol'let' (L.S., I!W21 

~'el'OIIJCa \'065 (DIe SehnslIcht ciel \"t.'l'OTllk<.l \068), dl/'. IÜl.Iner Wpt'(wr hl.hSblndf!t' 

(\,'esL G('l'man.r, 1981) 

Vel'tigo, dlt'. Alfl'pd HItchcock (L.S., 1958) 
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Vldeudrome, du'. David Cronenberg (Canada-V.S., 1982) 

WIJlLmg for Fl!lf!J, du'. ~lchael Hubbo (Canada, 19ï5) 

Wt>vkend, dIt'. JPrHl-!'IIC Godard ({<rance, 1968) 

WuuJow ~v/lLer Haby Mm lfl/-:, lin, SL:Hl Brakhage (lJ.S., 1958) 

w'iflils of ('/Jangf', di/'. ;)c:orpiolls (German:;, 1991, video) 

Wnl,Len on the »JlJd, dlt" l)Ollglus SU'k (li.S" 1956) 

r<:/-Ll' of 1 J Moon.'>, The (In einem Ja/Jl' nlJt dreizehn l',fonden, dir. rainer Werner 

FaHsbindt)(' (West Gel'many, 1978) 

Z.'1fJ/'iski<' [Joint, dll', ~lichaelangplo Antonioni (Italy, 1970) 
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