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Summary

This thesis is an attempt at an analysis of Andrzej
Wajda’s political films, Man of Marble, Man of Iron and
Lanton in a broad cultural and historical context. The
manuscript is divided into five chapters. The first chapter,
"The Political Film of Andrzej Wajda - 1Issues of
Methodology", ©presents a theoretical Dbasis for the
discussion of political film. Bakhtin’s dialogism
complemented Dby linguistic. pragmatics provides the
methodology used in the thesi:c to illustrate the dialogical
process of meaning formation in political films of Andrzej
Wajda. Chapter two discusses Wajda as the carrier of the
political message, while chapters three, four and five,
respectively, contain the historical, the dramatis personae

and the aesthetic discourses in the films under study.



Résumé

Cette thése offre une tentative d’analyse des films
politigues d’Andrzej Wajda, L"homme de marbre, L’homme de
fer et Danton, dans un wvaste contexte culturel et
historique. Le manuscrit contient cing chapitres. Le premier
chapitre, "Les films politiques de Andrze]j Wajda = gquestiocon
de méthodologie"™ présente les bases théoriques pour une
discussion de la cinématographie politigue. Le dialogisme de
Bakhtin, concepts dérivés d’une théorie pragmatique de la
linguistique, fournissent les éiéments pour la méthedologie
que cette thése met en Jjeu afin d’illustrer le processus
dialogique de 1l’émergence du sens dans la cinématographie
politique. Le deuxiéme chapitre contient une présentation de
Wajda, tandis que les troisiéme, quatriéme et cingquiéme
chapitres contiennent une analyse des protagonistes, des

analyses historigues, et esthétiques dans les films étudiés.
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INTRODUCTION

Andrzej Wajda 1is one o¢f the greatest Polish film
directors. Moreover, he is considered by many to be one of the
most important masters of the world cinema. Also, next to
Krzysztof Penderecki and Witold Lutoslawski, he is regarded as
one of the most famous ambassadors of Polish culture and art
in the world.

He has been present in the Polish culture for thirty five
years. Within this time he was extremely successful but also
suffered scme downfalls — he created superb films followed by
weaker ones, and was also active in the theatre and in
television,

During his artistic life he has never failed to instigate
viglent reactions in the spectatcrs. His films have always
aroused emotions of both love and hate, and stimulated long
political discussions in the media. Most of his films deal
with historical and political issues of importance to the
Polish society, and, «consequently, provoke unrzmitting
discussions concerning the fate of Pgland, its glorification
and its restoration; the essence of the Polish character; the
nizture of political power; and the convolutions of Polish
history.

Wajda always says of himself "I am a Polish film
director" which is not an empty declaration in his case. His
films, with very few exceptions, can be read as an incessant
contention: how tc be a Pole. However, "Polishness" is not
the only theme of his films. He deals with historical and
political questions of his time and his country - the period

1



after the Second World War; the moral concerns of the fifties
and sixties; the rise of Solidarity; the overthrowing of the
Socialist system; and the Jewish question. His films, however,
never treat these historical processes in an impersonal or
abstract way but they always present people in their context.,
both as political subjects and as ordinary human beings.

In his films a man is shown as either trying to oppose
the historical reality or as being annihilated by it. Waijda
defends man as an independent subject of history, not its
passcive object. In most of his films a protagonist faces
certain moral choices within a defined historical reality. His
or her internal fight is always watchea with tension by
spectators who painfully negotiate the meanings of the images
on the screen with which they identify or which they
passionately reject.

Wajda is a pelitical film directer in many senses of the
word: first, he is political because he usually deals with the
painful perieds of Peolish history during which the ruling
class had to Dbe abolished and the domirant ideoclogy
repudiated; second, he is political because he uses such
blatantly political tools in the glorification of a new
dominant ideclcogy as elements of propaganda, docudrama,
documentary film or political collage; third, he is political
because he uses man in his films in an instrumental way — to
prove one or ancther political credo (this is the sense in
which Wanda Wertenstein uses the word "political"); and
fourth, he is political in the sense of making a subversive
use of cinematic means. However, in all these cases, Wajde is
a representative of scciety and a contender on behalf of a
social cause. Whatever he does in his films is to present a
man’s dilemmas in a complex historical and sccial reality.

His films are usually controversial, painful, stimulating
and cinematically beautiful. The meaning of his images is

never accepted by the spectator without an internal resistance
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to his more chvious statements on the screen, and some images
provoke a reaction of laughter. At the same time, Wajda knows
how to build the narrative, how to construct the world on the
screen in a painfully realistic way and how to draw the
spectator into his protagonists’ conflicts and personal
tragedies. Rarely does the spectator, especially the Polish

gspectator, remain unmoved during the screening.

The three films I chose for this thesis: Man of Marble,
Man of Iron and Danton, are exemplary both for the themes he
presents in his films and his cinematic style. They are
"political™ in many senses of the word and involve the
spectator in an emotional act of identification with and/or
rejection of the images. Furthermore, the films best
illustrate the dialogical formation of meaning in the sense of
Bakhtin’s socially and historically inscribed dialogism.

Man of Marble, Man of Iron and Danton present three
different artistic approaches to the depiction of history on
the screen. Man of Marble presents history in the form of a
dramatized story of a man of the times it wants to portray,
with historical events neatly incorporated inte the main
story, which takes place in contemporary times. Man of Iron
displays a collage of real facts and fictional events, where
the former play a more significant role than the latter.
Danton, on the other hand, is a dramatized story which takes
place in the past entirely, and only an interpretive approach
to the presentation of the main personae dramatis creates
references to the contemporary history of Poland. In all the
films, the spectator takes an active part in the dialogical
negotiation of the historical discourse presented on the
screen. The three fiims force the spectator to arbitrate the
films’ historical message within the background of his or her
vision of history and the political reality which has been
present throughout the years after the Second World War in
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Poland.

In their texture, the films reveal multiple cultural
discourses which interact with the overtly historical and
ideological. The richness of the films’ aesthetics is directly
conditioned by the mosaic of discourses which contribute to

the films’ numerous layers of meanings.

The thesis consists of five chapters. The first chapter,
The Political Film of Andrzej Wajda - Issues of Methodology,
presents a theoretical basis for the discussion of political
film in general, and the films of Andrzej Wajda in particular.
Through the analysis of possible uses of the concept
'political’ in relation to film, linguistic pragmatics and
Bakhtin’s dialogism I have established a methodological
framework for the analysis of the political film of Andrzej
Wajda. The interpretation of the films discussed in the thesis
will be positioned within the frame of Bakhtin’s theory of
dialogism which will be used as a concept for this broad
research project and as a discursive strategy, in a similar
manner to that applied by other Bakhtinians in their analysis
of literary and nonliterary discourses.! Bakhtin will be able
to serve here as "a kind of opening, or a crypto-syllogism,
that <can liberate or break down discursive barriers."?
Bakntin’s dialogism complemented by linguistic pragmatics and
Jauss’s historically oriented analysis are used as a mode of
thinking - a modus cperandi in my attempt at an analysis of
the political film of Andrzej Wajda.

The second chapter, Andrzej Wajda - the Carrier of the
Political Message, presents the artist in the context of his
activities as a film director, theatre director and a cultural
activist. Additionally, the chapter presents Wajda’s role as
a carrier of the political message in the films discussed in
the thesis.

The third chapter, The Historical Dialogue in Wajda’s
Films, examines the historical discourse in the three films as
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the constitutive substance of the film text. The fourth
chapter, Wajda and His Dramatis Personae, is devoted to the
dramatis personae in his films, which are directly conditioned
by Wajda’s specific constitution as an artist and a director.
Finally, the fifth chapter, The Films’ Dialogical Aesthetics
debates the films’ cultural discourses, which interact in the
dialogical construction of the films’ aesthetics.
Additionally, Appendix I - Film Synopses, introduces a
detailed account of scenes and sequences in each film
discussed in the thesis.

Finally, I would like to add that I enclosed in the
thesis many guotations from Polish sources. In chapter III
dealing with the historical discourse in the films, Polish
press reviews are extensively quoted as they represent some of
the voices of the audiences indispensable for the dialogical
negotiation of the historical meanings in the films. Also, in
chapter VvV, on the films’ dialogical aesthetics, several
lengthy quotations are presented from the bock by Wojciech
Wlodarczyk, Socrealizm (Sccialist Realism}, a unigue

publication referring to the cultural phenomena occurring
during the period of Stalinist rule. The arrival of this book
was possible only recently thanks to the political changes in
former Eastern Europe.

All these important Polish sources have never reached the
Western reader before. They represent crucial cultural and
social discourses which have been revealed in the three films
discussed in the thesis.



NOTES

1.3 refer here to all the attempts at such an analysis
presented in Bakhtin and Qtherness. Social Discourse veol.III
nos 1&2, spring-summer 1980.

2.Barsky, R.F. & Holquist, M. "Dialogue.™ Bakhtin and
Otherness. Social Discourse. International Research Papers in
Comparative Literature. vol,.III, nos 1&2 spring-summer
1990,5.



I CHAPTER

THE POLITICAL FILM OF ANDRZEJ WAJDA - ISSUES OF METHODOLOGY

The purpose of this chapter 1is first, to define the
concept "political™ in relation to f£ilm in general, secondly,
in relation to the films Man of Marble, Man of Iron and Danton
by Andrzej Wajda, third, to present Bakhtin’s concept of
dialogism as an interpretive procedure and a mode of thinking
applicable to the analysis of these political films; and
fourth, to present an application of Bakhtin’s dialogism to
film analysis.



The Concept "Political" in Film Analysis

In contemporary film research the concept "political" is
being indiscriminately applied to all levels of film analysis.
Films are often described as “political" or as implying and
revealing political content. On the other hand, the analysts
of the formal aspects of film talk about political film form
or about films made "politically".

Andrzedj Wajda’s film is often described as "political"™ or
as implying and revealing political content. Before analyzing
Wajda’'s three films it is necessary to explain what is meant
by the very term "political" in the thesis. First, we must ask
ourselves a question - Where does the word "political™ appear
in relation to film in general, and, next, in relation to
Wajda’s film, in particular?

The very word "peclitical" in relation to film is used in
several senses on two different levels of analysis: one of
them applies the term "political"™ to film interpretation in
general, and the other, to a particular category of films.
Thus, on one level, the concept "political" pertalins to the
process of interpretation of any £ilm, and, on another level,
the term "political" defines films which form a polyphonic
heterogeneous patchwork named ‘"social problem EFilms",
"regsistance films", ‘"revolutionary films", "ideological
films", etc. depending on the intenticn and focus of the film
researcher. In employing the term "political" in relation to
film, ideally, the film researcher should indicate in which
sense the word "political" is being used. This would save
theoreticians from the inconvenience of Swift’s Laputans, who
carry on their back a sack full of the objects they might need
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in conversation, which they have to hold up to each other as
a way of talking.

In the interpretive sense, the term "political®™ is
sometimes used to refer to & radical, new approach to an
analysis of any film. The word "peclitical™ is applied to any
film interpretation which differs from the interpretation
established as a "norm" at a particular time of film
criticism, "Political"™ implies contestation and revolt against
the given, the existing, and, in addition to this, the term
indicates a strong declaration of new values as opposed to the
old ones.

Two examples of such a use of the term "political" in
relation to film interpretation are those of a “radically
political®™ or TM"resistant"™ reading of film, and the
poststructuralist reading. These film readings are considered
"political" from different epistemological perspectives: the
first meaning of "political"™ signals a radically different
interpretation of the film ccntent <+hile the second
understanding of the term refers to & description of a
radically different film form.

The first meaning of the term "political"™ pertains to the
film interpretation process which can be named "seeing films
politically." The poliicically radical theory which advocates
this approach postulates that every film comprises certain
ideological values not necessarily detected by an ordinary
spectator. What is represented as visible in the dominant
discourse is in fact made seeable by the mediation of the
dominant ideology that posits cne and only one meaning for it.
The dominant discourse, in fact, makes things invisible in a
film, and only the critic’/s intervention brings them to light.

The term "dominant ideology" is understood here in a
strictly Marxist sense as "the legal, political, religious,
artistic or philosophical - in short, ideological - forms in
which people become conscious of the economic conditions of
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production and fight them out"'. For instance, Mas’ud
Zavarzadeh, a representative of a politically radical

interpretation of films, in his book Seeing Films

Politicallvy?, demonstrates how aesthetic notions obscure the

ideological effects preoduced by viewing films, particularly
the production of the spectator as the subject of social
class. In this sense, films are read not as aesthetic acts but
modes of cultural exchange that form (desired) social
subjectivities. Films, even most trivial films, constitute
political spaces that contest or naturalize the primacy of
those subjectivities necessary to the status quo and suppress
or privilege oppositiconal ones. Zavarzadeh states that
dominant ideclogy circulates i1n any film, and helps to
establish an "imaginary" relation between the spectator (the
subject) and the world. Through such imaginary relationships,
the discourse of dominant ideclogy creates meaning for the
film’s viewer. As Andrew Sarris had already stated without
the methodological conceptualizations of radical politics,

it can be argued that all films are ultimately political
either as statements or as evasions. It is widely
realized that films in general reflect the currents and
attitudes in a scociety and its politics. The cinema does
not exist in a sublime state of innocence, untouched by
the world; it also has a political content, whether

conscious or unconscious, hidden or overt.?

In this appreoach the viewer’s interest, is not so much in
how (aesthetics) but why (politics}: why these £ilms mean what
they are supposed to mean in a particular cultural and
historical context. Zavarzadeh, instead of focusing on the
formal aspects of the f£ilm, concentrates on the ideological
conditions of the possibility of the formal, and chooses one
specific site of the film to inquire into the way that film
produces the kind of reality that 1s supportive of the

10



existing sociceconomic arrangements. The filmic space or story
. is called by him the film tale. He states,

This filmic space T have called the tale: the way that a
film offers a narrative - and proposes that narrative to
be a paradigm of intelligibility -~ not simply through its
immanent formal devices but alsc by relying on
historically dominant and contradictory assumptions about
reality.”

In his analysis of "trivial"™ films such as Desperately
Seeking Susan; Terms of Endearment, and others, he constantly
constructs the tale of the films which basically cenfirms that
the ideological position of the films solidly remains within
the dominant ideclogy of the ruling class. Seeing films,
according to this theoretician, is part of the political
struggle over cultural intelligibilities, subjectivities and
representations.

. A similar political struggle is vivid in the "political"
reading of film often called the fethical’ to emphasize the
seilf-fashioning autonomy of the subject. It places its primary
emphasis on the "resistance" of the subject as "agent" rather
than on the "domination" of prevailing social arrangements
(Foucault, 1980, 1988; Deleuze and Guatarri, 1983, 1987;
Lyotard, 19287; Barthes, 1975; De Lauretis, 1984; Gallop, 1988;
Silverman, 1988). Such a political reading situates
"resistonce", in Foucault’s word, ’'everywhere’ and thus in all
the activities of producing and viewing film - from the
aesthetic counterforces within the filmic text itself to the
refusal of the spectator to go along with the subject
positions offered by the film, This position has been
especially strongly postulated in establishing the site of
cinematic pleasure, particularly in works dealing with the
theory of the "desire%" of the spectator and its role in the
formation of the subject. Radical theorists such as Laura
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Mulvey (1975), who have thecrized cinematic pleasure from the
feminist point of view, have posited the patriarchal cinema as
a political apparatus through which the female body is
subjugated and fetishized as the object of a pleasureful male
"gaze". The term "political" in this sense refers to the
political strategy in which the functioning of desire 1is

evoked for emancipatory practices: to critique the oppressive
practices of mainstream cinema.

This first example of a “political", interpretive
analysis of film has to be dissociated from the idea of "the
political" put forth by poststructuralism concerning the
interpretation of film’'s structure. This kind of "politics"
deems the political to be a matter of the film’s discursive
self-consciousness, a doubling back upon the formal procedures
for representing the real in the film: "a self-reflexivity
that renders the ’'meaning’ of a text an ’‘undecidable’ and
contingent effect of the rhetorical tensions between
containment and excess".® In post-structuralist film theory,
ideology is a synonym for unproblematized representation and
has very little to do with the radical notion of "politics™ as
diverse semantic practices serving class interests. In this
reading, the continuity editing that marks the c¢lassic
Hollywood £ilm is subverted so that the material discontinuity
of the film is displayed as a means of showing the arbitrary
connection of the signifier with the signified, thus
deconstructing the logic of representation. In this sense, the
films are made politically, without necessarily displaying a
political content by challenging or supporting the status quo
in society. In this understanding of the word "political",
avant—-garde and experimental films can be considered

"political" because they subvert or transform the classical
film form.

The term "political" in the two above senses would imply
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subversion of popular or widely accepted methods of film
reading on the one hand, and subversion of the methods of film
construction, on the other. In other words, these two senses
of the word "political”" imply resistance or opposition to
dominant ideologies in f£ilm content and film structure (for
instance, the dictates of the capitalist market influencing
the narrative form of mainstream Hollywcod cinema) .

The concept of "opposition to"™ and "resistance", but also
of a strong statement in favour of new values, lies at the
basis of the concept "peolitical™ when it is applied to films
with explicitly political subject matter. In the basic,
dictionary definition, the word "political" can mean either
"relating to government, or the conduct of government;
involving or charged or concerned with acts against a
government or a political system" or "related to politics, and
especially party polities"®, which, according to Betty
Kirkpatrick, implies "any activities concerned with the
acquisition, apportionment or exercise of power within an
organization including manceuvring and intrigue.™’

These two senses of the word imply (signify) the
existence of specific economic forces and dominant ideclogies
of the ruling classes 1in a strictly Marxist sense. The
dominant ideology poses social relations of power in such a
way that an alternative order is seen as neither practically
possible nor morally dJustifiable. Such an ideolcgy can be
conquered only through a revolutionary restructuring of
economic relations and not through an ideclogical struggle
that reforms semiotic relations rather than socioeconomic
ones. Thus "dominant ideology™ in a Marxist sense signifies a
"false consciousness of social and economic realities, a
collective illusion shared by the members of a given social
class and in history distinctively assoclated with that
class."®

In a film called "political" the dominant ideology in its
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basic, Marxist sense can be challenged but it can also be
reinforced. A film which challenges the deminant ideology
would be called oppesiticnal and cone which reinforces it -
propaganda. In opposition films the dominant ideoclogy is being
confronted more or less openly, its postulates are gquestioned
and the wrongdoings o¢f the ruling class are exposed. 1In
propaganda fiims, on the other hand, the currently deminant
ideclogy or new emerging ideologies are being presented in a
positive light, cpenly praised and venerated., John Grierson’s
classic definition, "Propaganda 1s the art of public
persuasion"® does justice to the concept of propaganda but
also explains its political power.

This kind of "political" films Furhammar and Issakson
describe as "open propaganda movies"®., Such films serve the
purposes of the government itself, propagating its views and
reinforcing the wvalues the government endorses. Both "open
propaganda" and "hidden propaganda" films{ both terms are used
by Furhammar and Issakson} are conspicuously political in the
second sense of the word "pclitical™ in that they propagate
the values of the officially sanctioned status quo. Furhammar
and Issakson describe "hidden propaganda" in the following
way:

Hidden propaganda takes many forms. Every society which
is built on a reasonably firm and homogeneous set of
values, strives to reinforce and maintain them through
times of change. Social outlcoks and standards are passed
on in upbringing and education, but attitudes can also be
conveyed and implanted in ways which are more
unsystematic and less intentional — for instance, through
the wvarious forms of entertainment. Here, myths and
values are not presented as such but camouflaged and,
going unnoticed, are taken as self-evident and
indisputable. (...) It is an active ©process of

reinforcement: we watch the realisation of our values in
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escapist drama with a sense of unreflecting emotional
satisfaction. On the other hand, influences which openly
conflict with established values are easily distinguished
and rejected. Our defence mechanisms against experiences
which run counter to our accepted ideas and attitudes are
extraordinarily efficient; we safeguard our values as
fiercely as if they were part of ourselves.?'t

As this brief discussion of the two levels of analysis -
one which refers to the interpretation of any film and the
other which characterizes political films as a category -
reveals, the challenge or reinforcement of the dominant
ideology is characteristic for both of them. After all, the
posit—structuralist interpretation of film was also considered
“political™ at a certain time, and its postulates were
considered threatening to the dominant ideology which, in the
Western world, also implies male supremacy and heterosexual
exclusivity. That is why, on both levels of analysis we are
speaking about "politically correct” or "politically
incorrect" film interpretations and "peclitically corfect" or
"politically incorrect”™ films with political content. The word
"correct" signifies acceptance or lack of acceptance by the
dominant ideclogies depending on the perspective of the word’s
user.

Conseguently, although the two meanings of the concept
"political" seem to pertain to different methodological
approaches constructed by restrictive c¢onceptual paradigms,
they are both characterized by the understanding of
"political" in a Marxist sense, which implies resistance to
the dominant ideclogy, its questioning or challenging, or,
alternatively, its reinforcement.

Let us return now to the second level of analysis: the

political film as a catsgory. In the theoretical treatises on
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film published so far there seems tc be no consistent line of
reasoning or mode 0f thinking regarding the definition and
categorization of political film. The political film is
alternatively <called T"confrontation cinema™ (by Lester
Friedman), "social problem film" (by Peter Rcocffman and Jim
Purdy), and "ideological film"™ (by Peter Rollins).!? Other
films, such as the films produced in the Soviet Union of the
twenties, or films produced in Latin America, are referred to
as being "political" because they have served as overt tools
of revolution,.'?

The situation is similarly ambiguous when we consider the
formal features characterizing {(specific to) political films.
In fact, there seem to be none which specifically determine
that a film belongs to a possible film category called
"political film"™., Neither can "political film" be considered
a separate f£ilm genre. In film criticism, a genre 1s usually
defined as a category or group of films about the same subject
or marked by the same style - musicals, for e:iample, or
westerns, gangster, war, science fiction or horror films.
Films in the same genre tend to look alike and observe certain
conventions, although there are exceptions to both rules even
in classic Hollywood cinema. Why have not political films been
widely recognized as a genre? One of the reasons is that these
films lack internal consistency. Although many films centre on
politics or social problems, the forus of these pictures vary
wildly, from comedy to melodrama.

At this moment we should ask ourselves a question — 1if
film is <considered an enunciator!® -~ where does its
enunciative power 1lie? Where, in other words, does ™"the
polit. zal" appear in relation to a film? It seems that the
political enunciative power of a film lies specifically in the
discursive relationship with the spectater in the sense of
active interaction with him or her individually or
collectively. Consequently, the term "political"™ has to be
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treated as & commentary, added on by the audience which
interprets the f£ilm as being political or not in a particular
context.

Thus, political films should not even be called by this
name at all. A political film as a genre does not exist. What
does exist, however, 1is a genre plus its "political"
interpretation. The film researcher should not concentrate on
the search for an imaginary genre "political f£ilm", but rather
on the term "political" in relation to film. He or she has to
decide why certain films are perceived by audiences (and by
what kinds of audiences) as political and others are not. At
a particular point of time the audience decides that a film is
"hot" in terms of the political message it transmits. Several
years later its political "aura" slowly disappears giving way
to the "core" value of the film, that is, whether it is a good
cinematic story. Moreover, the film may have done the
political work in the past but its "political" value vanishes
soon after the completion of the political task and no longer
provides an alibi for aesthetic weakness. The film Man of Iron
discussed in the thesis 1s an example of a politically
powerful film hastily produced and edited for political

reasons, but very uneven in form.

The concept "political", when referring to the films
revealing political discourse, seems to be an empty vessel
which is filled with semantic substance by audiences at a
particular time of viewing & film. "The political" in film
exists as "the contemporary”™ closely related tc the socio-
historical conditions of viewing. Consequently, also in the
sense of fi.« interpretation, the concept "political" seems to
refer o certain interpretation practices which were
considered political at a particular time (such as post-
structuralist interpretation or the radical feminist
interpretation) and today are considered established
interpretation processes originating Thistorically at a
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particular time. They are no longer always considered
revolutionary and would not be called "political" in the sense
of challenging the dominant ideology.

Thus it seems, that in the peolitical films, the message
of the film 1is actively negotiated by the spectator in a
particular context of viewing. This act of negotiating the
film’s meaning becomes a process of a continual accommodation
and rejection of different ideclogical positions presented and
not a process of the films’ instructing the audience how to
make sense of the global reality of the culture - how to fit
together the details of reality to compose a coherent model of
relations through which, as radical politics suggests, an all

encompassing picture of the real emerges.'®

If we consider film as a text written by a specific
cinematic language and conveying a certain ideological
message, then an act of film viewing would have to be seen as
an act of communication. This sccial aspect cof meaning
formation has already been postulated by Marx in his notion of

language as social. In The German Ideoclogy, Marx and Engels
write that "language is the immediate actuality of thought"'®
and point out that the empiricity of the world "out there" is
mediated through language, which 1is itself a historical
product. The notion of the intelligibility of the sign as the
site of soccial contestation 1s further discussed by
Volosinov!’ in Marxism and the Philosophy of Lanquage.

The process of interpretation of a film with a political
message would thus be more reminiscent of a historical poetics
than of the symptomatic or schematic interpretation which
David Bordwell so scrupulously analyzed in his influential
book on film interpretation, Making Meaning., Inference and
Rhetoric in the Interpretation of Cinema. (19R9).'® If the

interpretation of a political film relies on the audiences

which are inscribed within a tangible, sociohistorical
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context, then interpretation must situate its protocols within
a broader historical ingquiry. What was political thirty years
ago is no longer considered politicel today but, instead,
becomes a historical representation of power structures and
ideological apparatuses frozen in a specific time and space.
The film theoretician analyzing a film produced in the past
must refer to a specific historical time and space and
recreate the dialogue between the audience then and the way
the messages on the screen were presented in a political way
in that particular time. The next step in the film’s
interpretation would concern the process of re-interpretation
or finding inferences and possible interpretations of the
discourse from the past by the audiences of the present. In
this way, the process of film interpretation would concentrate
on the function of the film in a particular time as a vehicle
of the pelitical message. Only then will the f£ilm’s mysterious
mythographic elements reveal its concrete extratextual
references for the director’s audiences, and the film’s
explicit messages - the trace of various, sometimes
conflicting political purposes. Moreover, the historical
poetics of film interpretation would have to account for the
responses of audiences situated in different times and
different historical and social spaces so that the final
maxing of film meaning would emerge as a polyphony of
different historical voices.

The very word "political" will thus be understood within
its historical and material grounding - within what BRakhtin
referred to as "the power of the word to mean."'® This power
evolves from concrete situational and ideological contexts,
that is, from a position of enunciation that reflects not only
time and place but values as well. The concept "political™ is
constituted in la..guage in which {as Bakhtin pcints out) there
have never been "’'neutral’ words and forms - words and forms
that can belong to ‘no one’; language has been completely
taken over, shot through with intentions and accents."?°
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"Political" in Andrzej Wajda’s Films

In the dictionary sense of the concept "political™®

the political in Wajda’s films seems to lie in {i%
addressing two aspects of the concept: the films present the
opposition to the "dominating" but alsc propagate the ideology
of the "dominated" in an aggressive way. As Andrew Sarris
bluntly summarizes this kind of political film "it is almost
invariably People against Them".?' Ir this sense of the
"political film"™, Man of Iron, openly criticizes the
government for its totalitarian practices, the society for its
act of consent to such practices, and sympathizes with that
part of society which dared oppose the dictatorship. Before
this film arrived, with 1its openly antagonistic stance,
"political film"™ in Poland was represented by "the school of
moral concern", which dared discuss only sccial problems and
indirectly criticize the government and its policy.?” Man of
Marble, another film which I use in my analysis, initiated
this trend. This film criticizes the dominant ideclogy in a
less aggressive way than the later Man of Iron, but has been
comprehended by the general public and film historians as the
most powerful Polish political film of the seventies.

It is worth noting, however, that Marx’s concepts of
"dominant ideology", "class" and "political system®™ do not
entirely explain the issue of "political" in the films of
Andrzej Wajda. In fact, Wajda’s films do not gquestion the
political system itself nor the economic relations in Poland
but rather the practices of the Party apparatus and the
government members. In the analysis of Wajda’s films as being

political, Marx’s concept of "dominant ideology" would have t.
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be replaced by Foucault’s notions of the "dominating" and the
"dominated", and a fluctuating, discursive concept of "power".
The ambiguous social relations in Poland are actually
characterized by both the victims of the system and its
executors on occasions remaining within the same ruling
class??®, Consequently, opposition to the "dominant ideoclogy®
would have to give way to opposition te the "dominating power"®
residing within the same social class as the "dominated".

In Foucault’s postmodern interpretation of power class as
a separate entity 1is eliminated, and "dominated"™ and
"dominating™ coexist on the plane of the sccial as entities
with movable and changing frontiers. John Fiske sums up the
retreat from "class" ir. a postmodern social theory in the
following way:

One of the many debts we owe to Foucault is his
insistence that power relations cannot be adequately
explained by class relations, that power i1s discursive
and is to be understood in the specific contexts of its

exercise, not in generalized social structures.?

Foucault’s interpretation of power relations accurately
defines the political film of Andrzej Wajda in that the latter
basically questicns a system of domination created within
social structures by the Party nomenclature and the members of
the government. In Man of Marble and Man of Iron political
opposition directly addresses this system of domination
through the powerful images of Wajda, the filmmaker who
remains a convinced socialist at heart. In this sense
Wajda’s films are ‘"political" because they reveal and
counteract the wrongdoings of those in power.

At the same time, however, the concept "political"
manifests itself in another way in Wajda’s films as well. In
his films Wajda propagates new competitive ideologies in an

aggressive way. In order to contravene the ideology of the
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"dominating", Wajda presents a counterideology - that of the
"dominated"™ which he conspicuously dresses in propagandist
garb. In this way, Wajda's films become "political" in the
propaganda sense in that they commuunicate the set of values
established and sanctioned by the ideoloeogy of the "dominated".
The rival ideocleogy is not necessarily different from the
dominant ideclogy in its principles but it stresses its
idealistic compon=-:s. The propaganda elements in Wajda's
films severely ¢ .iticize the negative phenomena in the
"dominating"’s execution of power while praising the positive
elements of the "dominated"™. Especially in Man of Iron Wajda
openly uses most of the obvious elements of propaganda:
glorification of the victims of the political system;
condemnation o¢f the authorities; reviving mythical or
religious beliefs; superseding reality; direct address at the
audience, and black and white <characterization of the
protagonists, among others. These cinematic devices help
convince the viewer of the legitimacy of the "dominated"’s
claims. All the elements of his films have to be analyzed in
order to reveal how powerfully Wajda employs the two notions
of "political" in the three films discussed in the thesis.

Although produced in the same country and relating to
approximately the same historical period, beth Man of Marble
and Man of Iron are different in that they present the social
and historical contexts deeply inscribed in the Poland c¢f the
time of their production. The importance of society and
history in the meaning formation explains also the enunciative
power of Danton, relating the historical events ¢of the French
Revolution. All three films provoke a dialectical formation of
meanings where the semantic synthesis is produced somewhere
between the films’ thesis and the spectators’ antithesis.

These political films of Andrzej Wajda form a site of
contestation and unrest where various beliefs and opinions are
openly revealed and challenged. The site of ccntestation is a
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collection of rich images which constitute Wajda’s sumptuous
cinematic language. The concatenations of images in his films
create distinctive political statements which originate both
in Eisenstein’s Potemkin and in the theatrical tradition of
the Polish theatre. The language of these films demands an
immediate emotional response, and instigates a polemical
debate with the spectator.

In subversion of the ideology of the "dominating" Wajda’s
films, especially Man of Marble, use parody, pastiche, irony,
and laughter, in general. As the postmodern film theory
states, these are used as devices through which the connection
between the signifier and the signified is deferred and the
"obvicusness" of established meanings 1is "obscured". In
Wajda’s films, moreover, the subversion is met by the
spectator half-way. The spectator recognizes the necessary
referents and laughs because he or she knows what the cbject
of laughter is, or knows what the filmmaker refers to. This
variety of political subversion constitutes an important
element of the films’ semantic structure.

As stated earlier, the meaning of the term "political"®
which seems to bind the three films by Wajda is related to the
sense of opposition to the authorities and of open or hidden
polemic with the authorities and the society at large which
has consented to the policies of the government; but also, it
is related to the meaning of "political" in the sense »f
propaganda. An interpretation following this 1line will be
presented in the discussicon of the films Man ¢of Marble, Man of
Iron and Danton, as in all three of them, on the cne hand, the
"dominating" are challenged and cpenly opposed and the
revision of social relations leads to a revolutionary
restructuring of social practices; and, on the other hand, the
"dominated" propagate their own values in an ostentatious

manner. While those in power are mercilessly mocked, defied or
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see their authority subverted in a more or less open attempt
to abrogate the existing social relations, the victims of the
system are glorified and revered.

On the other hand, the "political"™ in Wajda’s films is
negotiated by the initiated audience and results from its
response to the clashes of various discourses on the screen.
Our purpose in the thesis will be to present these discourses
and the audience’s reactions to them. The final, "political™
meaning of the film will arise from the process of negotiation
of these meanings by the audience.

The presence of the audience in the meaning formation and
the inscription of meaning in the historical and the social,
creates a need for an interpretive procedure which would
situate the film meaning somewhere between the film text and
a response to it. Film meaning would have to comprise both the
sender and the receiver of the message in a breoad cultural and
historical context.

A possible concept, an interpretive procedure, an
interpretive device — with all its referential and aesthetic
nuances - could be brought to life by Bakhtin’s theory of
dialogism which incorporates the indispensablility of the
reader/spectator to meanin 1 formation. Bakhtin’s understanding
of language, with its inscription in the class struggle, would
provide an interpretive procedure accounting for the images on
the screen in the sense of Bakhtin’s "words", permeated with
the historical and the social.
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Bakhtin’s Dialogism as an Interpretive Procedure

Bakhtin’s dialogism offers the possibility of analysis of
film meaning as resulting from an interaction between film
texts and readers’ responses to them in a broad historical and
cultural context. In the thesis I will be trying to use
Bakhtin in order tc do something which has not been done yet
in film scholarship: provide an analysis of the dialogical
relations within the images of the political film of Andrzej
Wajda and propose that the final interpretation of the images
results from a process o©f their negotiation with the
spectator.

This kind of analysis has already been proposed not for
film but for the poetry of Emily Dickinson by Lynn
J.Shakinovsky.? As Holquist, a distinguished interpreter of
Bakhtin and an authority on Bakhtin, his writings and his
epoch, noted in his remarks about this article,

Rakhtin is in fact being invoked not so much as a source
of particular ideas that will advance a broader
understanding of Emily Dickinson, but as a skeleton key
opening the door to a set of connections that otherwise
would have remained closed.?®

As in Shakinovsky’s work, Bakhtin’s dialogism will be
used in the thesis as an interpretive procedure, and a mode of
thinking, and not a concise and complete theory, which Bakhtin
never intended it to becore, anyway. By "Bakhtin’s model®, I
do not mean a schematic ’superstructure’ of his writing only,
but alsc the writings of the main members of his group,
P.N.Medvedev and V.N.Volosinov. Some interesting additions and
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interpretations related to Bakhtin’s notion of dialogism which
later made it possible to apply this concept to other fields
of research will also be quoted when needed.’’ Bakhtin’s
dialogism would function as a gate opening onto new horizons
and new possibilities in the interpretation of a work of art.
In my opinion, the political films of Andrze]j Wajda especially
comply with Bakhtin’s understanding of language as an
argumentative entity, a phenomenon which is meaningful only in
relationship, only in the context of someocne talking to
someone else, even when that someone else is one’s own inner
addressee.

Bakhtin, a Soviet literary theoretician of the twentieth
century, has inspired not only literary but alsec film and art
criticism with his stimulating concepts of the carnivalesque,
dialogism and polyphony, among others. In the twentieth
century, literary criticism tends to become polarized between
Saussure’s abstract sy.tem of language, resulting in a
conception of literature as a self-contained system on the one
hand, and a Marxist sociological approach on the other. The
synthesis of these poles which Bakhtin attempted and the
concept of dialogue in his works have posed a dilemma for a
number of scholars working on a reevaluation of Bakhtin. The
most important aspect of Bakhtin’s model of analysis lies in
his treatment of language as the centre of the study of
literary discourse. His linguistic model is not a conventional
one, however. Bakhtin argues in Problems of Dostoevsky's
Poetics®® that the analysis of discourse should be based not
so much on linguistics as on "metalinguistics™ which studies
the word neither within the system of language nor in a "text™

which is removed from dialogical intercourse itself, but
within the sphere of the genuine life of the word. It is the
word itself which Bakhtin profoundly redefines and attempts to
infuse with its original Greek sense of logos as discourse?®,
speech or reason. Language is understood by Bakhtin as a
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battle, in the sense of an opposition and struggle at the
heart of existence. His understanding of language does not
imply systematicity, but rather the coming and dying of
meaning. Language 1s a living, volatile entity, always
dialogized and pulsating with rich, contradictory lives.
Bakhtin postulates in Dialogic Imagination,

The linguistic significance of a given utterance is
understood against the background of language, while its
actual meaning 1s understood against other concrete
utterances on the same theme, a background made up of
contradictory opinicns, points of view, and value

judgements...*°

This approach binds Bakhtin to the Marxist postulate that
language is a social phenomenon. Marx and Engels write,

language is practical, real consciousness that exists for
other men as well and only therefore does it exist for
me; language like consciousness, only arises from the
need, the necessity of social intercourse with other men
(1976, 44).

In other words, Marx and Engels situate intelligibility in the
social as a site of restlessness and semantic agitaticn. For
Marx, the sign (intelligibility) is the scene of semiotic
stirrings because it is the site of class struggle, the space
where various social groups attempt to contest the established
and assigned meanings of the sign.

As Clark and Holquist?' have noted, this focus on
utterance did not mean that Bakhtin rejected the notion that
there is constancy and systematicity in language or - peech.
Instead, according to him, it is in the utterance that
constancy and systematicity enter into contact and struggle
with unique, situated performance. Furthermore, the constancy
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and systematicity that he did see in language were nct limited
to the types of phenomena linguists typically examine. While
readily acknowledging the need to study "the specific object
of linguistics, something arrived at through a completely
legitimate and necessary abstraction from various aspects of
the concrete life of the word"??, Bakhtin argued for the need
to create an alternative apprcach that would incorporate a
concern with how utterances and the voices producing them are
organized in their socio—-cultural context. Specifically, he
argued for the need to create an approach that transcends the
concerns of individual existing disciplines, an apprcach that
Clark and Holguist (1984) have termed translinguistics.
Translinguistics according to these theoreticians, is "the
study of those aspects in the life of the word [i.e. in
speech], not yet shaped into separate and specific
disciplines, that exceed - completely and legitimately - the
boundaries of linguistics"?.

For Bakhtin, dialogism includes, but extends far beyond,
the process whereby one speaker’s concrete utterances come
inte contact with the utterances of another speaking
consciousness (e.g. in face-to-face dialogue or in the process
of understanding outlined above). His original understanding
of language as a set of utterances - a living, volatile object
- required a definition of the relation of movement between
utterances and within them; this movement would mold
utterances and semantically restructure them in a constant
flux of ideas. Dialogue, dialogism, dialogicality, etc. were
the terms that Bakhtin used to express this.

The very term dialogism has generated multiple
interpretations and transpositions of its semantic and
connotative content into the areas of literature. Krysinski
notices the interesting fact that Bakhtin never really defines

'dialogue’®, but creates a sort of "semantic field" around
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the notion of dialogism.? Krysinski sees Bakhtin’s dialogism
as a "convergence" towards the undefined notion of dialogue
which is realized as a semantic field of sucn concepts as
"dialogicity," "dialegical activity," "Socratic dialogue,"
"great dialogue," "dialogical attitude," and so on.

As Stam explains in his introductory remarks to "From
Dialogism to Zelig" Bakhtin’s dialogism consists not in the
passive meeting of two voices, but in the fact that every
utterance is emitted in anticipation of the discourse of an
interlocutor.?® In Bakhtin,

a word, discourse, language or <culture undergoes
'dialogization’ when it Dbecomes relativized, de-
privileged, aware of competing definitions for the same
things. Undialogized 1language 1s authoritative or
absolute. (...) Dialogism is the characteristic
epistemelogical mode of a world dominated by
heteroglossia. Everything means, i1s understoecd as a part
of a greater whole - there is a constant interaction
between meanings, all of which have the potential of
conditioning others. Which will affect the other, how it
will do sco and in what degree is what is actually settled
at the moment of utterance.?’

Wertsch proposes a way of capturing and applying this
theoretical perspective in concrete cases in the form of what
he terms "the Bakhtinian question. This guestion is: who is
doing the talking? The pervasiveness of dialogicality in
Bakhtin’s view means that the answer will inevitably identify
at least two voices. For example, in the case of parody, which
was one of the phenomena of dialogicality, or multivoicedness,
that interested Bakhtin, the effect derives from the fact that
two voices, speaking simultaneously, are discernible. On the
one hand, the speaking consciousness producing the concrete

parodic utterance is obviously speaking; on the other hand, it
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is only by populating, or appropriating the utterance of
ancther, that parody comes into being. Hence the phenomenon is
inherently multivoiced."?*®

Dialogical discourse has to be understood in opposition
to monological discourse which is single, unitary, fixed,
finalised, univocal. It 1is the discourse of the single
subject, the discourse o¢of "definition, truth, denotation,
logical analysis™®, In the epic, for example, discourse is
monological as it possesses no "dialogue of language" and as
the narration remains "limited by the narrator’s absolute
point of view"!?. Dialogical discourse, on the other hand, is
polyvalent, multidetermined, and multivocal. In contrast to
the unity of vision implicit in monological discourse, the
dialovical discourse is composed of "distances, relationships,
analogies, and non-exclusive oppositions...""'. Dialogical
discourse, emphasising the double aspects of language, and
indeterminacy of reference, concerns itself with the tensions
between multiple viewpoints, several narratives; it 1is a
discourse in which "language parodies and relativises
itself"i?,

McClellan stresses this two-£fold relation in his article,
"The Dialogic Other: Bakhtin’s Theory of Rhetoric".*? As he
notes,

Nowhere 1s the rhetorical genealogy and basis of
Bakhtin’s discourse theory more evident than in his
concept of dialogism (...)

In double-voiced discourse the intentional movement is
directed towards an object of reference and also
another’s utterance. In comparison, monologic discourse
is oriented primarily towards a referential object and

contains only a single, dominating intention."

McClellan later elaborates on the theme by introducing
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the term ’semantic intention’ which differs depending on the
type of discourse, whether monological or dialogical. In the
monological discourse, "even if it incorporates another'’s
utterance - such as in direct quotation - this second
utterance 1is completely subsumed under a single overriding
intention"", while the dialogical discourse has two semantic
intentions or two 'voices’ residing and conflicting within the
verbal utterance. In the dialogical discourse the authorial
‘voice’ infiltrates the original utterance from within, and
the two different ’'voices’ or intentions cohabiting in the
utterance may affect each other but neither obliterates nor
subsumes the other.

Herrman adds that Bakhtin distinguishes between at least
five different types of dialogic relationship. Deouble-voiced
discourse arises between individual words, "if that word is
perceived ... as a sign of someone else’s semantic position,
as the representative of another person’s utterance; that is,
if we hear it in someone else’s voice." It alsoc arises between
whole utterances, between language styles or socilal dialects,
in relation to aspects of one’s own previous utterance, and
among different semiotic phenomena such as images belonging to

different art forms.*%

A concept closely linked to dialogism, and indispensable
to its understanding, is the idea of polyphony*’ which
roughly means the simuliltaneous existence of parallel
discourses within one text, within the logos ¢f the character,
or even within one word. Polyphony would account for the
hybridization of artistic images or words, which, to Bakhtin,
present a mingling of one’s own word with the other’s word.
This glckalization of the dialogic sees every text as a
polyphonous structure of cultures, languages and ideological
positions.

Polyphony {(or heteroglossia) also refers to the shifting
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stratifications of language into class dialects, professional
jargons (lawyers, doctors, academics), generic discourse
(melodrama, comedy), bureaucratic 1lingos, popular slangs,
along with all the other specific languages generated by
cultural praxis. The languages composing hetercoglossia
represent "bounded verbal-ideological belief systems, " points
of wview on the world, forms for conceptualizing social
experience, each marked by its own tonalities, meanings and
values. The role of the artistic text, be it a novel, a play
cr a film, is not to represent real life "existents" but
rather to stage the conflicts inherent in heteroglossia, the
coincidences and competitions of languages and discourses,

Beside the concept of dialogism or the dialogic Bakhtin
introduced numerous other concepts and ideas, which, in their
unpolished and intuitively formulated manner anticipated major
poststructuralist themes: the denial of univocal meaning, the
infinite spiral of interpretation, the negation of originary
presence in speech, the unstable identity of the sign, the
positioning of the subject by discourse, the untenable nature
of inside/outside oppositions, and the pervasive presence of
polyphony. In this way, unbekncownst to himself, Bakhtin
foreshadowed the discourse of the art of post-moderxnism.

Bakhtin’s contribution to the analysis of the literary
text lies in the fact that he considered the social, the
interactive, factor as the most important element in the
construction of meaning. This particular approach was later
employed in so called "political criticism™® <~ the one
hand, and linguistic pragmatics (pragmatics of discourse} on
tire other?®. In both approaches, although taken from
different methodological perspectives, the interleocutor, the
reader, the audience or, in general, the recipient of the
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message plays an important part in the construction of
meaning. In fact V.Wertsch® postulates a certain overlapping

of boundaries between translinguistics and pragmatics,

Bakhtin’s comments indicate that translinguistics
overlaps with the study of what today 1is called
pragmatics of discourse, but no easy definitions can be
created using such contemporary terms Dbecause of
Bakhtin‘s grounding o¢f translinguistics in a set of

unique categories, especially voice and dialogicality.>

For Bakhtin, cne of the major shortcomings of
linguistic, as opposed to translinguistic, analyses is that
the units of analysis (e.g. words, sentences) are abstracted
from voice <called by contemporary linguistics ‘“social
register" or "socilal code". The resulting units then belong to
nobody and are addressed at nobody. Morecover, they in
themselves are devoid of any kind of relation to the other’s
utterance, the other’s word.®?

The importance of participants’ interaction is also
stressed py Volosinov®®, Bakhtin’s disciple, the pioneer of
pragmalinguistics, whose works are considered by some
researchers to have Dbeen written by Bakhtin himself.®
Volosinov states that the functioning of any human society is
deeply rooted in the mutual activities of individuals, called
"social intercourse" or "social communication". Understanding
of the text becomes a pragmatic process, which, according to
Volosinov implies that,

To understand another person’s utterance means to orient
oneself with respect to it, to find some proper place for
it in the corresponding context... Therefore, there is no
reason for saying that meaning belongs to a word as such.
In essence, meaning belongs to a word in its position
between speakers; that is, meaning is realized in the
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process of active, responsive understanding...®

Bakhtin’s dialogism seems then to correspond to the basic
concepts of pragmatics of discourse. In an elementary sense,
pragmatics deals with the conditions of linguistic
communication in terms of interactive relations between the
sender, the receiver, the message and the context. According
to this definition, the sender is someone whoe sends the
message, the receiver is someone who receives it, the message
itself exists as a discrete, clearly defined object, and the
context i1s a separate entity which conditions both the act of
sending the message and its reception. In its rigidity, the
pragmatic foursome - sender, receiver, message and context -
does not allow for the fluidity of the semantic movement
between the four elements of the communicaticon situation.

Bakhtin’s dialogism, on the other hand, seems to
transcend the concept of a pragmatic understanding of the act
of communication as something that occurs between the sender
of the message and its receiver in c¢learly defined conditions
of the communication act. In Bakhtin, the four concepts
interact in a global process of dialogic struggle which is
more metaphorical and symbolic than a pragmatics of discourse
dealing with the real participants of the communication act
only. For instance, in Edkhtin, every utterance recalls
earlier contexts® of usage, without which it could not mean
anything at all. However, these contexts of usage are
internalized in the utterance itself, and do not exist as
independent constructs, as pragmatics of discourse proposes.

It would seem that, as in the pragmatic understanding of
the speech act, in Bakhtin, the speaking subject, or author of
the utterance, interacts with another speaking subject, or
receiver of the utterance. Nonetheless, the Bakhtinian text as
utterance has to be understood as existing on the boundary
between two consciousnesses, not resulting from the actual

communication between subjects, as it does in pragmatics. It
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seems suspended between the two while also reflecting other
texts and interconnections in a multiplicity of ideas. While
pragmatics deals with specific, natural language utterances,
Bakhtin treats literature as an utterance, a discourse in
action, which engages two consciousnesses (that of the
writer/speaker and that of reader/listener) in active
understanding.

Although the dialogical nature of Bakhtin’s word (logos)
can be compared to a pragmatic understanding of the
communication act with 1its sender, receiver, message and
context, Bakhtin’s model seems to extend the concept of the
communication act beyond its rigorous perception as existing
in a single speech situation.

In Bakhtin, any utterance (text) is a link in a far
reaching chain of communication. Texts treated as utterances
enact "addressivity," awareness of the otherness of language
in general and the otherness of given dialogic patterns in
particular. Similar to pragmatics, they involve particular
pecple in actual social and historical situations but they
treat their addressees as implicit objects immanent to the
text, not existing outside the message, where pragmatics
places them.

Despite the differences between pragmatics and dialogism
I would argue that Bakhtin unknowingly anticipated the
extremely important part pragmatics assigns to response, an
approach which was later utilized in pragmatically oriented
spectatorship theory approaches.® As Bakhtin insists,

In the actual life of speech, every concrete act of
understanding is active: it assimilates the word to be
understocd into its own conceptual system filled with
specific objects and emotional expressions, and is
indissolubly merged with the response, with a motivated
agreement or <disagreement.
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{...) Therefore (the speaker’s) orientation toward the
listener is an orientation toward a specific conceptual
horizon, toward the specific world of the listener; it
introduces totally new elements into his discourse; it is
in this way, after all, that various different points of
view, conceptual herizons, systems for providing
expressive accents, wvariocus social "languages" come to
interact with one another.%®

Krysinski also notes the similarity of Bakhtin’s
concepts to pragmatics. The following criteria for dialogue in
Bakhtin’s theory, as summarized by Krysinski, resemble the
pragmatic fourscme of sender, receiver, message and context:
"1l) The alternation of two opposed roles: that of the speaking
subject and that of the hearing subject. (...}

2) . The construction of a communicative act as a situation in
which two interlocutors participate. (...)

3). The interpenetrability of the two opposed worlds. {...)""
As Krysinski mentions, there can be a fourth feature added at
this point, namely that "there should be a common elaboration
of the code which the two speakers should share."® These
four conditions are similar to the pragmatic conditions of a
speech act. The first condition predicts the existence of
participants of the communication exchange in a speech act,
the second presupposes formation of the speech act itself,
the third predicts the existence of felicity conditions, and

the fourth one prescribes the common set of presuppositions.

Although 1living and working earlier in the twentieth
century, Bakhtin foresaw major literary criticism and media
criticism movements which appeared only in the second part of
the twentieth century. Moreover, Bakhtin allowed for the
revolutionary concept ¢of the reader’s inscripticon in the work
of art, and for a variety of relations between the two, in

opposition to the rigid unilateral motion from the work of art
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to its receiver present in numerous approaches to reception
which were proposed by Western researchers of the twentieth
century, such as Gibson, Ece, Riffaterre, Brooke—-Rose, Prince,

8 who lived and

Culler, Holland, Fish, Jauss®, and others
worked after Bakhtin’s death. When Bakhtin’s works finally
reached the world of literary and philosophical research,
contemporary literary thecreticians realized that the Russian
scholar had already introduced the concepts of audiences,
context, cultural and historical background, and pragmatics,
though he never used the respective terms themselves.
Inventing names and providing a more rigorous schelarly shape
for these concepts was to be accomplished by other scholars,
much later than Bakhtin.
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Dialogism and Film

Although the application of Bakhtin to film studies has
been criticized or treated with distrust by orthodox
Bakhtinians®, there have appeared a number of film
theoreticians who have carefully grappled with the application
of Baktin to film.® Critics of the application of Bakhtin to
film analysis have postulated that film is a different means
of enunciation than & natural language and Bakhtin’s concepts
cannot be automatically transferred from the latter te the
former. Alsoc, Bakhtin and his reveclutionary concepts always
have t¢ be seen within the Russian tradition and the
philosophical tradition from which he emerged.®

Despite these reservations, almost all of the Bakhtin’s
concepts and ideas proved teo be broad ang explanatory enough
to find application to film. So far, the most consistent
analysis of f£ilm in the light of Bakhtin’s theory has been
presented by Robert Stam in his book Subversive Pleasures.
Bakhtin, Cultural Criticism and Film (1989).

According to this theoretician, Bakhtin’s approach seems
to have a built-in "place" for film, since Bakhtin sees verbal
language as part of a continuum of forms of semiosis sharing
a common logic. Purely linguistic definitions of an artistic
language and its elements, Bakhtin suggests in "The Problem of
the Text," can serve only as "initial terms for description,”
for whét is most important "is not described by them and does
not reside within them."®® I agree with Stam here that if the
cine-semiologists in the Franco-Italian tradition had known
Bakhtin earlier, they would never have concentrated on the
langue as a possible linguistic equivalent for film, but
rather on pargle which is totally utterance coriented. After
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all, "it is not phonemes and morphemes that enter dialogism ,
but utterances, and it 1is as utterance that the cinematic
"word" acquires relation to the spectator and to life."%

In his book, Stam elaborates on the relevance of Bakhtin
to cultural and mass—media critigues and shows how Bakhtinian
conceptualizations can help analyze, teach and generate mass-
mediated culture. The "rightness" of a Bakhtinian approach to
film derives, Stam suggests, basically from the fact that
Bakhtin’s method allows for crossing the boundaries between
varicus fields and disciplines. His dialogical style of
analysis applies both to the centre and to the borders of
academic disciplines. Moreover, film as a medium seems to
originate from the popular culture and the erudite culture as
well while it combines all the developments in literary theory
and criticism together with their new and often radical
methodologies.

Stam recapitulates finally that in view of all these
developments "the encoanter of Bakhtin with film might be
viewed as virtually inevitable,"®® a view wiich I share
completely with Stam, and which I will try to elaborate in
the Jhesis.

In his book Stam speaks not only about the critical use-
value of "carnival"™ in the cinema, but alsc of other
Bakhtinian concepts - his "politicized vision of language as

pervaded by dialogism (i.e., the transindividual generation of

meaning), heteroglossia (the interanimation of the diverse
languages generated by sexual, racial, .conomic, and
generational difference}, and tact {the ensemble of codes

governing discursive interacticn)."®® While Chapter 1,
"Translinguistics and Semiotics™ stresses film as language,
Chayc2r 2, "Language, Difference and Power," addresses
language in film, and specifically the ways in which Bakhtin’s
non-unitary approach can help 1illuminate the impact of
language difference (polyglossia and heteroglossia) on the
cinema in terms of such issues as translation,
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postsynchronization, subtitles and the like.

Chapters 3 and 4 of the book deal with diverse aspects
of the BRakhtinian notion of carnival. In chapter 5, "The
Grotesque Body and Cinematic Eroticism" Stam draws out the
implications of Bakhtin’s corporeal semiotic for an analysis
of cinematic eroticism, emphasizing its potential for enabling
both a c¢ritigue and a transvaluaticon of wpernography. In
chapter 6, "From Dialogism to¢ Zelig," Stam extensively
discusses the concept of dialogism as applied to the analysis
of rap music and Woody Allen’s film Zelig. Mostly, 3tam’s
application of the concept of dialogism refers to the cultural
phenomena within the film itself. Stam treats film as ancther
kind of literary fiction where characters take part in a
multicultural dialogue. In this chapter, Stam has chosen a
specific application of Bakhtinian dialogism to illustrate the
presence of multiple cultures in the text of Zelig. He
especially has seen the wvalidity of Bakhtin’s method in
explaining Zelig’s ideological mobility, cultural
multivoicedness and historical complexity in the
sociohistorical representation of a Jew. In interpreting
Zelig’s chameleon personality, Stam applies the Bakhtinian
view of the self as "a kind of echo chamber of socially
orchestrated voices"’® operating on several cinematic levels
- the images, as well as the musical and linguistic phrases,
operate side by side in Zelig’s numercus impersonations of the
diverse synecdochic cultural figures with whom he comes in
contact.

The chapter devoted to dialcecgism has drawn most of my
critical attention and has produced a certain dissatisfaction
with Stam’s sclutions. My impression is that Stam has stressed
mainly the multivoicedness f the film, and not necessarily
its dialogic tension or struggle in the accommodation of the
cpposites which Bakhtin himself postulates in his definition
of the dialogic.’ Stam’s analysis emerges as an enumeration
of cultural and ideological traces but not as a presentation
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of the relaticnal attributes of dialogization. Although he
notices the potential for a wvariety of meanings and
interpretations among multiple spectators who would,
presumably, each interpret the film differently, he does not
«develop this idea in his analysis. Nor does he feature the
pragmatic, communicative angle in Bakhtin’s writing, dealing
only with the semantic potential inherent in the Bakhtinian
understanding of language as a system conveying a multiplicity
of meanings.

It could be argued here that one of the reasons for
Stam’s rejection of (or disregarZ for) the interactive and
dynamic property of dialogization in Zelig is that Stam would
not necessarily see this dynamic in the film (or that the film
itself would not invite such an interpretation at all). Woody
Allenfs film would be interpreted as an example of a
multiplicity of discourses existing side by side in the film
and not involved in any way in an internal struggle. This
would be brought about by the chameleon characteristics of the
protagonist Zelig himself, who does not allow for (does not
care for) any dialogical tension in the flow of discourses.

Despite these methodological shortcomings, Stam’s
extensive analysis of Zelig is a vivid attempt at a
comprehensive application of Bakhtin’s concept of dialogism to
film. In general, his contribution undoubtedly lies in the

fact that in Subversive Pleasure Stam discovered numerous

possibilities for the application of Bakhtin’s concepts to
film and mass media analysis.

What Stam has also noted is that Bakhtin’s concepts of
dialogism and polyphony are especially inspiring when we
consider the film’s textuality itself. Bakhtin’s ingenious
understanding of the concepts of "text" and "language" allows
for diverse interpretations of filmic textuality. Thus, based
on Bakhtin’s methodclogical approach to the latter, film can

be treated in a variety of theoretical ways. One approach is
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to treat film as text. As Stam notes,

What Bakhtin offers film theory and analysis 1is a
unitary, transdisciplinary view of the human sciences and
of cultural production, based con the identity of their
common materials: texts. Bakhtin’s broad definition of
"text" as referring to all cultural production rooted in
language —-and for Bakhtin no cultural producticon exists
outside of language ~ has the effect of breaking down not
only the walls between disciplines but also the wall
between "text" and "hors-texte."’

On the other hand, film is understood as constructed by
a complex of signs in Bakhtin’s understanding of "language" as
any coherent complex of signs, meaning any communication
system employing signs that are ordered in a particular
manner, which encompasses everything from literature to visual
and aural works of art.’?

However, film can also be treated as an utterance, the
reception of which is conditioned by the interlocutor of the
communication event. This kind of approach, which gives credit
to the spectator, is especially valued now in the writings of
French and British film and media theoreticians, such as
Stuart Hall, David Morley, Daniel Dayan’® and others. Bakhtin
resembles these theoreticians in that he considers interactive
discourse as an intrinsic aspect of text. Both the recipients
of the discourse, prior discourses, and the author’s voice,
form a polyphony of voices which themselves constitute an
artistic situation, an event shared by the author and the
reader. As Stam explains, "Artistic speech is interlocution,
the in-between of text and a reader, whose responsive
understanding is sought and anticipated and on whom the texzt
depends for its concretization,"'®

In this, Bakhtin’s approach seems to intersect the
concerns of contemporary reception thecry of Jauss and Iser
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and of the 'reader response’ criticism of Stanley Fish and
Norman Holland. Especially Jauss’Erwartungshorizont
(expectation horizon), the idea that all texts as all
interpretations issue from a distinct wvantage peoint, but
dialogically relate to each other, seems especially promising
for the analysis of historical discourses in the films, the
issue I will deal with in detail in the third chapter of the
thesis.

In the apprecach which views film as an utterance, the
latter is perceived as situated within the pragmatic foursome
of sender, receiver, message and context, but all of these
elements are situated both within the film text itself, and
within the situvation of film viewing. Film does not exist in
a vacuum, and is not understood as a finite, discrete text, an
object as given, a product delineated by the spatial and
temporal uniqueness of the act of preduction, but as a porous
body of production and reception which allows for a process of
filtration in the film utterance. Film is thus seen in the
broader perspective of its intertextuality within which it
functions as an element of a mesaic of both the producer’s and
the receiver’s presuppos.tions and assertions.

The notion of the dialogic is pertinent to all the above
mentioned concepts of film - f£ilm as text, film as a system of
signs and film &as an utterance. In all cases, Bakhtinian
dialogism can be seen as a 'rewriting’ of the Saussurean view
of language as the diacritical play of difference, recast as
the play of difference within the text with all its others:
auvthor, intertext, real and imagined addressees, and the

76

communicative context. The irrevocable meaning (theme) of

the film smerges as a final result of this confrontation.
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Conclusion

In my opinion, the political film of &Andrzej Waijda
especially complies with Bakhtin’s understanding of language
as an argumentative entity, a phenomenon which is meaningful
only in relationship, only in the context of someone talking
to someone else, even when that someone else 1s one’s own
inner addressee.

Also, 1in its social and historical characteristics, the
political film of Andrze] Wajda is susceptible of Bakhtinian
analysis. By applying his theory of dialcgism to the political
films of Andrze] Wajda, we are able to treat the sender, the
receiver, the message and the context as equal partners in an
active process of meaning formation.

The political film, in which I am interested, reveals
tensions and interactive relations not only within the film
fabric (textuality) but also between the audience and the
film, as a premise of its construction., Thus the political
film of Andrzej Wajda automatically invites the interactive
and pragmatic aspects of Bakhtin’s dialogism as the most
crucial elements in film analysis.

Suclhi an understanding of dialogism will be applied in the
analysis of the three films by Andrze] Wajda, Man of Marble,
Man of Iron and Danton. I would postulate that the filmg
reveal multiple aspects of Bakhtin’s dialogism. They involve
a dialogistic use of cultural and historical events within the
film text, as well as attain a realization of dialogism in the
film form itself. In all the films the concept of dialogism
elucidates a multiplicity of discourses and the process of

merging these discourses with the discourses of the responding
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audience.

This kind of dialogical understanding of political film
would necessitate a detailed discussicn of, for instance,
various contradictory voices in the interpretation of the role
of th~ film director in totalitarian Poland (as 1in the
explanations of the role played by Burski in Man of Marble),
fighting discourses of truth and honesty as opposed to the
discourse of fear and opportunism in the role of the
journalist of Gierek’s Poland played by Winkiel in Man of
Iron, and the inner doubts and internal discussions of
Robespierre in Danton.

Moreover, a dialogical understanding of the political
film of Andrzej Wajda would clarify the internal, formal
tensions within particular films themselves. Maybe, the
stylistic unevenness of Wajda’s films could be explained in
terms of the dialogical tension within the £iims’ conmplex
aesthetics. After all, it is the combination ¢f an image and
sound which enunciates the film. The internal tensions between
the two as well as an attempt to adapt the films’ aesthetics
to the powerful, historical voices which try to disrupt, or
burst through the images, creates a dilemma for the artist who
attempts to accommodate the historical glossia within the
aesthetic regquirements of the cinema.

Moreover, 1in terms of the films’ images, understanding
the political film of Andrze]j Wajda would mean negotiation of
each of its images, scenes and sequences with the
interlocutor, with the spectator armed with a set of cultural
and historical presuppositions. The whole essence of cinematic
language in the political film of Andrzej Wajda undergoes &
transformation in the light of Bakhtin’s dialogism. Bakhtin’s
methcdology compels the researcher to consider the films’
complex contextualizations and creates the possibility of
introducing both politics and culture into f£film study.

It is wortn remembering that the interaction with the

audience takes place over the head of censorship, an
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alternative audience which imposes its ruling o©on the
ideological content of the film. The monclogical imposition of
censorship must be counteracted, its scrutiny avouided, and the
exchange between the spectator and the message of the film
negotiates the film’s meaning in such a way as to distract the
censorship’s attention. The innuendos and nuances in the
political film of this kind, produced in order to deliberately
mislead the official censorship, would not be comprehensible
without the active participation of an audience willing to
decipher them, thus the audiences’ interpretive reactions are
considered the most important factor in the construction of
meaning in the political film c¢f Andrzej Wajda. Depending on
the spatial and temporal circumstances of the film screening,
and on the historical and cultural backgrounds cof audiences,
the images are transformed on the screen into multiple and
varied chunks of appreciation and understanding in the process
of active reception.

Finally, I would like to point out, that there exists one
more reason for which Mikhail Bakhtin and Andrzej Waida seem
inextricably linked. Both of them deveted a pericd inrn their
lives to the analysis of Fiodor Dostocevsky’s works, which the
two masters considered the most accomplished achievements, in
the polyphonic novel, and in the :presentation of dramatic
conflicts in human lives, respectively. Both Bakhtin and Wajda
were fascinated by the complexity of Dostoevsky’s fictional
world, and both tried to unravel this complexity in their
written (Bakhtin) and theatrical (Wajda) performances. Bakhtin
felt that,

Dostoevsky’s world 1s the artistically organized
coexlstence and interaction of spiritual diversity, not
stages in the evolution of a unified spirit. And thus,
despite their different hierarchical emphasis, the worlds
of the heroes and the planes of the novel, by virtue of
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the novel’s very structure, lie side by side on a plane
of coexistence (as do Dante’s worlds) and of interaction
{not present in Dante’s formal polyphony); they are not
placed one after the other, as stages of evolution.”’

Bakhtin analyzed Dostoevsky’s work in his most
accomplished treatises, such as The Dialogic Imaginatign and

Problems of Dostgevsky’s Poeticg, while Wajda directed many

plays based on Dostoevsky’'s texts almost since the beginning
of his career as a theatre and television theatre director.
Already in 1962 Andrze]j Wajda directed an adaptation of Fiodor
Dostoevsky’s short story ("Cudza Zona i Maz Pod Lozkiem"™ - "A
Different Wife and a Husband Under the Bed") for a well
established and widely seen television theatre. In 1971, under
his direction, The 0ld Theatre in Cracow ©presented
Dostoevsky’s "Devils" in a brilliant performance. The same
theatre presented a play "Nastasja Filipowna"™ based on
Dostoevsky’s novel "Idiot"™ in 1977. In 1984, again the 01d
theatre in Cracew presented Dosteoevsky’s "Crime and
Punishment" in another astounding theatrical realization by
Andrzej Wajda. After directing the play in 1977, Wajida

concludes in his conversation with Teresa Krzemien,

Mysle, ze zblizylem sie do Dostojewskiego. A to zostadje
na pozniej, tak jak znajomosc z kims niezwyklym, bez
wzgledu na to czy sie go lubi, czy nienawidzi.’®

I think that I can understand Dostoevsky better now. And
this feeling will stay with me for ever. The same feeling
you have when you know someone exceptional, regardless of
whether you like this someone or hate him.
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IT CHAPTER

ANDRZEJ WAJDA — THE CARRIER OF THE POLITICAL MESSAGE

Andrzej Wajda is a film director who introduces important
social and historical issues in his films. The films intrigue
the spectators, anger them or fascinate, but never leave them
unresponsive or bored. The dialogue opened by Wajda’s films
requires an active response on the part of the spectator,
forcing him or her teo take sides, to negotiate the meaning on
the screen, to compare the images to what the spectator
himself or herself knew with reference to the reality
presented in the films. As Krystyna Janda, his favourite
actress who has appeared both in Man of Marble and Man of Iron
sums it up, " (Wajda) has a real flair for the social, for
being a ‘'social activist,’ a 1label which in Poland is
sometimes used pejoratively. He envisions himself in the role
of the teacher of the nation."!

Wajda as a film author who occupies a definite socio-
ideological space, is the personified, centring source of the
discourse, the anthropomorphized figure that grounds the
discourse, but does not create this discourse in its totality,
only gives it a socioc-ideological orientation and locates it
in a historical context. He is more similar to Foucault’s
conception of author as a discursive function, one that
designates its subject ©position(s).? Especially in his
political films, Man of Marble and Man of Iron, Wajda
liberates the reality as is, forcing the spectator to identify
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with the here and now in the images and prompting him or her
to take sides in the polemical presentation of the film’s
political credo. His imposition as a film director consists
only in such a Jjuxtaposition of wvarious existing social
discourses, that their subsequent manifestation and
reinforcement forces the spectator to react in an emotional
way. In such a construction of the film message Wajda seems to
illustrate Bakltin’s individual role of the author understood
as "an architect of the plurivocal and pluridiscursive as well
as plurinarrative structures.™® I would quote Krysinski here,
that the role of the director, Wajda especially, similar to
the role of the author in a post-Dostoevskian novel, should be
defined as that of "compilator" or "narrative voice." As
Krysinski notes,

In this sense the pcolyphony is first of all typological,
because it is the product of a constructive consciousness
involved in the process of intellectual montage. Within
these new parameters of the post-Dostoevskian novel
dialogism deserves the name of mono~dialogism. It implies
as driving force one’s narrator’s manipulation of the
discourse as well as of the message. In that sense it is
interpelling dialogism.*

In this sense, film reshapes polyphony and dialogism to
some extent. Its ever—growing complexity, while supporting
Bakhtin’s basic formulations, redefines them in an effort to
stop the "glossia" proliferating in the sense of Krysinski’s
mono-dialogism which dissclves the dualism of Bakhtin
himself.

Andrzej Wajda is one of the mest original heirs to the
Romantic tradition in Peoland but also a calculating artist who
produces an artistic effect in a highly determined and
rational manner. On the other hand, Wajda is also plurivocal
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and pluridiscursive in his own artistic activities, sharing
the cinema with theatre and television production. Each
element of his artistic biocgraphy is dialcgically viewed in
the light of others. These are often highly disparate in
content and style, but each of them contributes to the
construction of the intricate polyphonic patchwerk of Wajda’s
artistic sensitivity expressed in separate areas of artistic
experience.

Wajda combines in his persona the originality of the
painter, the film director and the theatre director. Andrzej
Wajda was born in Suwalki on March 6, 1926. He spent the years
1939-1945 in Radom where he worked as a worker and later as a
draughtsman at a railway design office. Wajda studied at
secret underground sessions during the war. Because he wanted
to become a painter he also studied at a (secret underground)
session where professor Waclaw Dabrowski lectured on drawing,
painting and sculpture. During the Second World War, like many
other boys of his age at that time, Wajda performed the
function cf a courier in the Natiocnal Army (AK).

After the war, in 1946, Andrze]j Wajda enrolled in Cracow
Academy of Fine Arts where he studied till 1849. Soon Wajda
realized that painting did not completely gratify him. The
solitary act of creation on a canvas or a piece of paper did
not satisfy his temperament or the need to act. In 1249 he
learned about the formatioen of the Lodz Film School and he
decided to go though he was not sure yet whether film was the
best medium o¢f expression for him. He passed the entrance
exams, and was accepted. He stayed at the film school till
1952. In the course of these studies he shot one brief feature
film, The Wicked Boy (1950), based on a short story by
Chekhov, as well as two documentaries, The Ilza Ceramics
(1951) and While You Sleep (1950).

On completing his studies he worked as an assistant
director on the fiim Five from Barska Streel (1353) for
another famous Polish film-maker, Alexander Ford. Later Wajda
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made his own debut as a film-maker with A Genaration (1955},
which had an immediate impact and provided the foundations for
the nascent ‘Polish School’ in cinema. Ancother famous film
director who was also considered a member of the Polish school
is Andrzej Munk with his film Man on the Railway Track :-358).
Wajda and Munk were to be regarded as the most eminent
representatives of the Polish Cinema School.”

Within four subsequent years Wajda produces three other
films which, similarly tc A Generation, deal with the Second
World War fate of the representatives of his generation.
These films are Canal (1956), Ashes and Diamonds (1958) and
Lotna (1959) . The first two films establish Wajda
internationally as an important Polish filmmaker. In 1957 he
is awarded "Silver Palm" for Camnal in Cannes, and in 1959 he
receives FIPRESCI award for Ashes and Diamonds in Venice.

At the same time, Wajda also directs for the theatre (he
made his debut in the theatre in 1959 in Gdansk with A Hatful
of Rain by Michael Gazzo, a realistic, psychological American
drama about drug addiction, premiered in New York in 1855).
Frem now on the paths of his creative workx in both theatre and
film mix and specific parallels can be observed in the
development of his work in both areas, despite the very
different demands of each art form.

As Karpinski notes, "in the beginning of his career Wajda
had little respect for the stage, since the traditional style
of presentation that characterized pre-1956 Polish theatre
seemed irrelevant to current political and social problems."®
The schematic style of presentation clashed with the artist's
temperament which required a Remantic turmeil and passionate

emotion. Wajda comments on his approach in those years,

Looking back now I think that my views were provoked by
the concept of theatre existing at that time, and which
we suffer under to this day: that the theatre is a place
of high ideals, a sort of salon where gestures are more
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precise, voices more melodiocus, and where pecople behave
more elegantly than in real life (nothing could have been
more false and less interesting for me at that time). I
think that maykbe I was so opposed to that conventicon of
propriety, elegance and good taste because my films
szemed to portray the very opposite.’

My thesis deals mainly with Wajda’s film production, and
this aspect of his artistic activity will be primarily
discussed below. The only theatrical production we shall deal
with in detail will be The Affair of Danton which preceded the
production of the film Danton itself. The theatrical trait of

Wajda’s artistic creation is a separate domain which requires
a careful analysis falling far beyond the scope of my thesis.

In terms of his film production, in the years 1955 =~
1971, wadda was related to or cogperated with the following
film units: Kadr, Rytm, Kamera, Film, Tor, and Wektor.? In
the years 1972 — 1983 Wajda was the artistic director of the

film unit X which groduced many ambiticus and politically
provocative films. Wajda‘s films as Karpinski notes, Yare
marked not only by changes in characteristic details of style
and by particular moods, but also by vacillation of artistic
intent, which resulted in an uneven standard."® The first
films at the end of the fifties are Generation (1955), Canal
(1957), and Ashes and Diamonds (1958) which mark the
appearance of a controversial and peolitically courageous film
maker. The three films made Wajda and his actors (especially
Zbigniew Cybulski) famous and sought after. The fourth film
which belongs to this period ,Lotmna (1959), is much weaker
although significantly revealing Wajda’s particular painter’s
eye in »is construction of the film images. These first films
deal with the issues of war, occupation and hercic sacrifice.

The films made in the sixties examine a different area.
After producing four films dealing with the subject of the
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Second World War, Wajda knew that he could not confine himself
to the war themes only. Innocent Sorcerers (1660) is an
examinaticen of the psychology of contemporary youngsters in
the post—-war Poland. Next to the later celebrated Ashes
(Popioly) (1965), a Napoleonic saga based on the controversial
Polish novel by Stefan Zeromski written in 1904, there are two
other treatments of literary material, Lady Macbeth of the
Provinces (1962) and Samson (1961). While Ashas brought Wajda
success and stimulated fervent discussions in the press, the
two latter films were largely ignored by the public.

In 1962 Wajda produced a twenty minutes long contribution
to Love at Twenty ( 1965), an internationally produced
collection of shert films on the same theme. Other directors
taking part in this collaboration were Frangois Truffaut,
Renzo Rossellini, Marcel Ophuls and Shintaro Ishihara. The
next film, Gates to Paradise (1967) was a failure which was
never shown on the bilig screen in Poland. This film marks an
end tc an important period in Wajda’s career during which he
produced ten films, directed five theatre plays and r=alized
two TV productions.

The year 1968 starts another, prolific stage for wajda’s
filmmaking. In this year he realizes the film Everything for
Sale (1968), a film about Zbignizw Cybulski who had died in an
accident. The film is based on Wajda’s screenplay and combines
both the elements of fiction and reality, a technigque which
will later be repeated in Man of Iron (1981). During
subsequent years he produces two comedies - Rolly-Polly (1968)
for television and Hunting Flies (1969); then he again returns
to the theme of the Second World War in Landscape After Battle
(1970). Cther films which belong to this productive stage in
his life are: Birchwood (1270), Pilate and Others (1971), The
Wedding (1972), The Promised Land (1974} and The Shadow Line
(1976) .
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In Landscape After Battle Wajda returns to Polish
problems and to the main theme of "the Polish character.™
Birchwood, on the other hand, presents universal themes of
love, life and death while Pilate and Others depicts the
Passion of Christ in a contemporary environment. The Wedding,
based on the play of Stanislaw Wyspianski, one of the best
films by Wajda, is seen as a vision of Poland and the Polish
personality rendered satirically and bitterly. At the same
time, the film is a beautifully composed fresco pulsating with
rich social and cultural traits. Another theme is presented in
The Promised Land - this film deals with the industrial
development in the Polish town of Lodz in the early twentieth
century. Finally, the last film of this period, The Shadow
Line, based on the novella by Joseph Ceonrad, is about a young
officer made captain and brought into responsibility for all
the men under his command.

The next films produced by Wajda initiated the trend of
the films of moral concern in the Polish cinema. This cinema
represents a passionate attempt at defining the truth and
sense of socialist Poland. The films of this group could not
openly deal with the moral, ethical and social anomalies of
the Polish reality, so they showed, in a camouflaged way, the
negative mechanisms and phenomena characteristic for the
Polish realitv of those times. Although the films could not
openly attack the Party, they clearly indicated its failures
by undermining its ‘propaganda of success’ and pointing to the
problems o¢f corruption and careerism in particular. These
films are far more openly critical than any previcus films in
Polish histeory. Some of the most important films of this trend
were Kieslowski’s The Scar, Falk’s Top Dog, Wajda’s Man of
Marble and Zanussi’s Camouflage. From these films a new
sociocultural phenomencn came into being. Film directors tried
to illustrate the real life of Poland, with its struggles and
conflicts. As Wieslaw Saniewski explains the historical
context in which these films appeared in his discussion of the
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cinema of the seventies in Poland!®,

The historical events in the seventies not only deeply
moved all of us and shocked our collective consciousness,
but they also crossed certain psychological barriers.
Double standards were attacked, and the so called
chutzpah was discredited.?!

Other Wajda films which belong to this period are Without
Anaesthetic (1978), The Young Ladies of Wilko (1979,
Conductor {(1980), Man of Iron (1981), and Danton (1982). Man
of Marble, Without Anaesthetic, Man of Iron and Danton are
rich in political and historical allusicns and bring Wajda
fame and respect. For all these films Wajda obtains
prestigious international prizes.'?

The Young Ladies of Wilko, on the other hand, is an
exception to his politically charged films and constitutes an
escape into a world of feelings and emotions, the world of

general questions on life and death shot in a masterly way by
Wajda - the artist.

The last four films directed by Wajda are the result of
his direct cooperation with French, German and British film
producers. Love in Germany (1283) was shown in France and
Germany, also Les Possédés (1988) and Korczak (1990) were
produced with the help of Gaumont films and BBC Films,
respectively. The only film produced at that time entirely for
the Polish audience was Love’s Accidents (Kronika Wypadkow
Milosnych) (1986). Both Love in Germany and Korczak deal with
the times of the 3Second World War; the first one tells a story
of a love affair between a Polish boy and a German woman in
Nazi Germany, while the second one tells about a famcus Jewish
doctor devoted to his orphaned Jewish children. Both films end
tragically and both deal with the issues of honesty and human
respect in the difficult times of Nazi Germany.
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Since 1978 Wajda has performed numerous political
functions in cultural associations and pelitical bodies which
were related to or originated in his artistic activities in
film. In the years 1978 - 1983 he was the chairman of The
Polish Filmmakers’ Association (Stowarzyszenie Filmowcow
Polskich), and in the years 1978 -~ 1981 the chairman of The
Polish Federation of Film Discussion Clubs (Polska Federacja
Dyskusyijnych Klubow Filmowych). In 1988 Wajda was a member of
the National Committee established by Lech Walesa for the
culture and mass media. Since June 4 1389, Wajda has performed
the prestigious function of senator.

Wajda has also been rewarded with many significant prizes
for his theatre and film production, and for his cultural
activities.!” He is an honoris causa of the American
Univer. ity in Washington (since 1981), Bologna University
(since 1988), and Jagielleonian University in Cracow (since
198%) . As a celebrated and widely known film director both in
Poland and abroad, Wajda managed to retain the freshness of
his outlook and remain open to new influences and glossia
which he absorbed in his films and theatre production.

Wajda emerges from his films as a truly discursive
author, disseminating his hesitant, polemic concepts among
numercous interlocutors. As William McClellan notices, "the
difference between ‘real’ and discursive authors produces a
gap which allows Bakhtin to expand his concept of authorship
beyond the 1limited scope of a single individual.™
Bakhtin’s "voice", in a dialogical relation, can personify a
person, a class, a collective or a whole generation. Wajda in
his artistic creations presents such a collective of voices,
a multiplicity of internal splits and a variety of discourses.

Wajda as a personality torn between reason and emotion is
vividly seen in all his films, which function as enunciatory
carriers of this internal confrontation. The three films
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discussed in the thesis especially reveal repressed
undercurrents in Wajda’s assessment of historical and
political truth.

In Man of Marble Wajda functions as a provocateur, an
instigator of the discussion carried out between the
protagonists in the film and film audiences. In the film, the
spectator follows two stories at once, the story of the
bricklayer from the 1950s, and the story of a young filmmaker
who is making her diploma film about those times. Scibor-
Rylski’s script was based on the texture of genuine events, as
Michalek and Turaj note in their book about Polish f£ilm,

In the early fifties, bricklayers, miners, weavers, and
others with a rate of preductivity exceeding five hundred
percent of the norm became part of the propaganda
landscape. The so called "work-emulation™ movement, based
on the Soviet Stakhanovite phencmenon, was cultivated,
and chosen workers were exploited for publicity to

inspire or pressure their peers to greater efforts.!’

Agnieszka, a young film-maker in the seventies in Toland,
is seeking to tell the story of a young Stakhanovite, Mateusz
Birkut (played by Jerzy Radziwillowicz), "a simple, good-
natured bricklayer who Dbecomes the subject of rampant
propaganda and is hailed as a natizcnal hero."' His
accomplishment was to lay thousands of bricks in a record
time. These kinds of events in the Pcland of the fifties were
supposed tu stimulate the rebuilding of the country after the
Second World War. One of the propaganda shows in which Birkut
takes part is sabotaged by unknown perpetrators. Someone,
probably one of the co-workers, hands him a hot brick. Birkut
cries with pain. The propaganda event stops and the security
officers scurry to find the guilty. This particular moment in
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the film changes Birkut’s life but also constitutes a turning
point in the film diegesis. From an idolized worker Birkut
turns intc a character no longer loved by the authorities,
When Witek, Birkut’s friend and co-worker is accused of
causing the damage during the unfortunate propaganda event,
Birkut takes his side in a political trial which follows the
accident and is sent to prison himself. From then on Birkut
changes into a victim of the system. He loses his position as
an exemplary super—-worker and he suffers constant scrutiny by
the security agents.

Agnieszka discovers this story. She lives in the Poland
of the seventies and wants to make her diploma film based on
a period during the fifties. The film is to be devoted to the
time period of her father’s youth. While watching some old
newsreels for her film research, a grandiose marble statue of
a worker raises her interest. She decides to look for the
statute in the National Museum in Warsaw. When she finds it
she chooses to use the statue as a beginning for her diploma
film. In order to tell the story of the man who was the
subject of the marble figure Agnieszka carries out a series of
interviews with the people who knew him who now occupy
positions c¢f authority in official Polish culture. They help
block her efforts to finish the film successfully because in
it Agnieszka 1is going to expese the mechanisms of power in
the Poland of the fifties, and, by extension, in the Poland of
the seventies (as nothing has really changed).

The TV producer finally responsible for this decision
explains that the film is not complete. In reality, the
producer’s decision masked a fear of revealing the dreadful
facts concerning the mechanisms of power in the Poland of the
seventies. Still, the film ends on an optimistic note with
Agnieszka walking down the corridor of the TV building with
the son of Birkut at her side.

The complex structure of the film’s ideological content
is further re-negotiated 1in the time of wvarious film
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receptions, starting from the time of the first reading of the
script (around 1967) up till the early eighties when
Solidarity was on the rise. The historical and sociological
phenomena depicted in the film are literally re-lived by the
Polish spectator together with the protagonists of the events
taking place on the screen.

Man of Marble is at once a compelling detective story and
a bitter satire on Stalinist-era propaganda and injustices.
The film does not refer to actual historical events in such a
direct way as Man of Iron does. However, rich in allusions and
political implications, Man of Marble presents all the
historical aspects of the totalitarian system and the social
atmosphere characteristic for the time of the fifties and
pervasive till the time of the seventies.

At the same time the film serves as a reference point to
the ideological discussion carried out between the spectators
and the political opponents in the seventies. Consequently,
the film becomes a message in a global pragmatic situation of
communication which takes place outside the film, within the
domain of the spectator’s world of beliefs, provoked by Wajda
as the author. The dialogue transcends the textuality of the
film itself. The film changes into a cavalry charge of ideas
where the actors as carriers of the directcr’s message, and
the audience, seem to carry on a continuous discussion with
one another, The film carries on a political debate both with
the supporters and opponents of Stalinism in Poland, with the
censorship at the time of the film production, and with
numerous strata of the Polish society. The spectator witnesses
here a diversified dialogue with audiences representing
various political approaches to the "reality" represented in
the film.

Wajda creates his own discourse in opposition toe the
existing socio-historical discourse, engaging his camera in "a
fierce social struggle"! in "the dialogic which represents

the struggle between opposing discourses arising out of
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different contexts, either semantic or sociohistorical".!®
There is no dialectic in the film, however, no reconciliation
in the transcending of oppositions by means of a synthetic
third term. In the film the dialogic resists the
reconciliation of oppeosites by insisting on the reciprocity of
two or more antagonistic voices. Wajda appears as a "mono-
dialogical™?® author, bringing together numerous glossia into
the film, constructing a framework for their performance, but
also acting as one of the voices himself. Beyond the dyad
Burski-Agnieszka, lies Wajda, the film director, whose film
goes beyond this opposition. Se¢, the film Man of Marble
appears as an assembly of all the voices, the film director’s
included.

In Man of Iron, on the other hand, Wajda presents his
monological cenviction about the victory of the individual but
at the same time, is perplexed by the dubious condition of the
Polish intelligentsia. Man of Iron is 4 sequel to Man of
Marble. Maciek Tomczyk, Birkut’s son (played by Jerzy
Radziwillowicz, the same actor who played the part of Birkut,
the father, in Man of Marble) crganizes a strike at the Gdansk
shipyard. Agnieszka, the journalist from Man of Marble, is his
wife and political ally at the same time. The film’s story
begins in the moment of the historic strike at the Gdansk
shipyard. A journalist from Warsaw, Winkiel, is sent to Gdansk
to produce a broadcast on Maciek Tomczyk, the strike leader.
Winkiel gathers the necessary information from a series of
conversations he carries out with Maciek’s friends and his
wife, Agnieszka. The latter meets Maciek when she goes to
Gdansk to find a 1living proof that Birkut existed. Their
meeting develops into a love affair (suggested already in the
end of Man of Marble), and later ends with a marriage.

In the process of gathering information on Maciek,
Winkiel, initially in the film representing the authorities,
becomes more and mere involved in the lives of Maciek and the
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members of the oppositicon movement. Finally, Winkiel changes
his political position and joins the striking workers. The
etrike ends with victory. However, Winkiel is rebuffed by the
workers and leaves the shipyard disappointed and sad. On
leaving the shipyard he encounters Badecki, the security
cfficial, who tells him that the agreement between the workers
and the government is not wvalid.

In this film, Wajda seems to position himself
diegetically in the place of Winkiel, as Waijda himself came to
Gdansk only at the very end of the strike and, although he did
not actively support it, he witnessed the event with sympathy
and understanding. He seems to involuntarily position his
presentation in Man of Iron within the boundaries of his own
experience. His ardent depiction o¢f the strike in Gdansk
reflects his passionate feelings about the events, but also
his ambivalence concerning his own participation. During the
strikes in Gdansk Wajda does not actively join the dissident
movement but watches it closely. He basically remains within
reformist Socialism?®®, Thoping that within the basic
structures of Socialism, the pelitical and economic situation
can be transformed and improved. However, as a sympathizer of
Solidarity he suffers greatly after the defeat of Solidarity.
While martial law lasts he 1s not only attacked by the
government and the official press but is also forced to resign
as president of the Polish Film Union and loses the
directorship of the film unit he had led. This unit had not
only been the vehicle for creating many of his own films but
had launched numerous young directors.

The choice of Winkiel as the protagonist proper of the
film functions as a bitter reminder that Wajda himself was
funded by the regime the Solidarity movement was trying to
discredit. Winkiel’s subjugation to the regime also signifies
the nightmare situation for film directors like him whose
presentation of the events could go only as far as the
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quthorities allowed it. The character of Winkiel could thus be
interpreted by the spectator as epitomizing the worst scenario
for the authors whose power of enunciation depended completely
on the whims of the regime. This presentacion, however, does
not put an equation mark between Wajda and Winkiel, it
reflects only the undercurrent of hesitation and guilt in the
creation of a mass-media representative in the film.™?

In Man of Iron the protagonist of Man of Marble,
Agnieszka, forsakes the creative and enunciatory role of the
artist for the quiet neroism of the wife of an opposition
activist. Agnieszka says that she has abandoned her ambition
to become a filmmaker, and now prefers raising a family,
political activism, and "speaking freely". But it seems
strange?” that Wajda, through Agnieszka, should denigrate
filmnaking, as he and his cinema played a crucial role in
defining and exposing Poland’s growing crisis. Perhaps he
merely wished to show that, in the final analysis, art must
always take a back seat to direct political action. In this,
Wajda makes his intention wvisible through the words and
actions of his protagonists who are representative of whole
classes of people in Poland.

The critics often criticised Wajda’s haste in the
producticn of Man of Iron, claiming that the motive was the
approaching Cannes Festival. Their predictions that it would
win the prize were right - both the Cannes general public and
the Cannes judges were stunned by the film’s openness in the
presentation of historical and social facts.?® Thanks to the
film’'s fame Wajda could count on the positive decisions of the
Polish sponsors of his films in the future. He also knew that
due to the sensationalist aspect of his work in the context of
the political events in Poland the public would be prompted to
interpret his film not only as an artistic message but also as
a premonition of things to come, including their possible
threat to the Polish artist.

On the other hand, Wajda wanted to win in Cannes because
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the Cannes Festival’s reputation would not allow the
authorities to deceive the Polish public and put Man of Iron
away on the shelf. ajida did not want the public to be
deprived of this film as it had been deprived already of Man
of Marble which waited several years to be widely released.
The director hoped, in this way, that the quadrille led by the
authorities would never again be repeated. After all, the lack
of government permissicon deprived the public for a long time
of ancther important f£film depicting the truth of those times -
Robotnicy (The Workers) by Chodakowski and Zajaczkowski.

Although apparently moncological (in the sense of Wajda’s
imposed wvoice in the creation of the global message of the
film), Man of Iron depicts Wajda's inner tensions concerning
the role of the artist at important moments of history, the
function o¢f the media and the position of the political
activist in the formation of histeory. The film functiconed as
the director’s exposé on the one hand, but alsc as a
presentation of events which, as a text, ilnvoluntarily entered
a dialogical relation with the public. Everything about this
film was questioned by the public: Wajda’s intentions, his
version of events, his sugpicicus manipulation of the
documentary material, his haste in film production. All these
elements, the text film as such, and its complex reception,
contribhuted to the understanding or misunderstanding of Wajda
as a film director.

Finally, Danton, a film created entirely within the
safely enclosed although volatile world of the French
Revolution, is a careful reconstruction of the period, with
the director revealed through the words and staging of the
film’s protagonists. The action of Danton starts in the spring
of 1794, four years after the attack on the Bastille. The
government of Robespierre had achieved great military success

in the ongoing war. However, Robespierre feels threatened by
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the opposition and decides to eliminate all opponents. A
period of ruthless terror commences. AL this time Danton, the
beloved orator and advocate of the pecple, returns to Paris.
As a pragmatist and a sybarite he yearns to end the chaos of
revolution and bring bread &and peace to the exhausted
Parisians. Robespilierre and his advocates consider Danton a
threat to the revolution (which they want to continue) and
decide to eliminate him. A mock trial ensues as a result of
which Danton is silenced and condemned to death. Both Danton
and several of his supporters die under the blade of the
guillotine. Surprisingly, the film ends not with a triumphant
but a terrified Robespierre who predicts his own desath as a
result of the terror which he had instigated.

As we shall see later, in the chapter devoted to the
historical discourse in the film, Wajda was rebuked by many
French film reviewers kin that that he tock the side of Danton
in the film. However, Wajda denies that he identifies with
either of the protagonists. "As an author I have to stay a
little on the ocutside of such a conflict. ihere can be no
identification of the filmmaker with one of the

characters. "

In this way, Wajda states he would like to
eradicate any personal voice on his part and denies the film’s
ideclogical similarity or opposition to Przybyszewska’s play.
The author of The Danton Affair was a dedicated Communist in
the twenties who, according to Ophuls’s interpretation, was in
love with Robespierre . The film, to Wajda, did not displayv an
obvious dichotomy. The historical truth is more polyphonous,
he seems to say, not displayed in a monological opposition of

white/black, univocal statements.

In Danton Wajda as an author seems to be overwhelmed by
the immensity of the historical and moral dilemmas in the
choice between the two seemingly different positions of
Robespierre and Danteon, As a mature creator of the artistic
and meral truth, Wajda is careful not to present an idealistic
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picture of either one cr the other preotagonist, which would
produce a monological statement prompting audiences to support
a particular ideological position of the author’s choice. None
of the antagonists is presented as a clear-cut herc. Danton
comes closer, with his yearning to end the terror he is partly
responsible feor, and Wajda underlines this yearning by casting
the charismatic Gérard Depardieu in this role. But the
director refuses to play down Dantcen’s many eccentricities,
and he allows Robespierre a streak of humanity, notably in his
compassion for a doomed comrade.

Wajda proposes a duality of positions, where the
arguments of both protagonists seem convincing and justified.
In this way, Wajda leaves room for the dialogical relation
with the audiences which, depending on their own historical
position and time o¢f interpretation, side with one or the
cther monological representative of political truths. Both
protagonists face death in the end of the film. The film ends
with a wavering between the powers of reason and the powers of
emotion, without, however, deciding in favour of one or the

other. As David Sterritt notes in his review of Danton,

in preduction notes for the picture Wajda apologizes for
turning to such a familiar period {(French Revclution).
But he notes that all his films address themselves to the
issue of Man challenging History. He justifies his French
foray by listing its main cecncerns: "how freedom operates
as a motor of history; what things threaten history; and

[whether] sacrifices [must] be made to protect
freedom"...?®

The film is best seen as a wide-ranging meditation on
politics and revolution, rather than a coded commentary on
specific Polish occurrences, the interpretation favoured
especially by the Polish press. Wajda seemed to support this
view at the New York Film Festival in a press conference
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conducted by telephcone from West Berlin, where he was
completing his next picture,

The reason for exploring history, is to understand
patterns and laws that underlie human affairs. For all
its horror and bloodshed, the French revolution ’won’
insofar as it brought about new social relationships -
just as Solidarity won a 'moral victory’ despite its

failure to survive as an institution.

However, in France, Wajda’s general and dialogical
position is treated as a monological interpretation definitely
in favour of Danton. Despite Wajda’s claim that he wants to
position himself outside the conflict, the French spectator
suspects him of a monological voice, a uniform presentation of

the revoluticnary position from Danton’s point of view.

Wajda: I try to do everything I can, really everything so
that both sides can present valid arguments. Because what
I am really interested in is the situation these twe men
place themselves in. There is a certain inevitability in
that situation, a tragic inevitability. That’s why I
chose to make a very calm film in its form, a very
classical’ film. You know?

Ophuls: Do you mind if I say something about that? My
impression is that if you tried to be as objective as you
say, then you haven’t succeeded. That’s not necessarily
bad, as far as I’'m concerned, because I think that
subjective moviemaking is always vastly superior to any
attempts at objectivity. But I do think you’ve made an
extremely pro-Danton film, and a very anti-Robespierre
one. You seem very lenient toward Danton’s obvious
corruption, his venality, his rabble-rousing, and very

contemptuous of Robespierre’s thirst for virtue.?®

75



In Poland, the film was interpreted as "more Polish than
French"? both because it was based on a play by a Polish
author and alsc, because it seemed to refer directly to the
Pclish "revolution" witnessed and experienced both by the
Polish viewers and by Wajda himself. Such film reviewers as
Leczek and Ostrowski?®, for instance, suggest that Waida,
influenced by the very real, political situation of his own
country, transfers his feelings ontoc the heroes of revolution.
His sympathy seems to lie with Danton, the emotional and
political equivalent of Walesa, the man who instigated the
self-limiting revolution in Poland.

By stimulating a fervent discussion both in the Polish
and French press (this discussion will be presented in detail
in the section of the III chapter called Historical Discourse
in Danton) Wajda returns to his role as a discursive author,
provoking a multitude of interpretations to his highly
polemical political film. In Danton, Wajda no longer imposes
a monological outlook on revoluticon as he had done in Man of
Iron, but rather, is sceptical of the revolutionary ideologies
represented by both Danton end Robespierre. By making Saint-
Just an incorruptible monster who is cruelly indifferent to
Robespierre’s suffering in the final scenes of the film, Waijda
seems Lo articulate his pessimistic outlook on the course of
any revolution - finally, it will end with overpowering Terror
carried out by the likes of Saint-Just.

By making the ideological conflict vibrant in human
terms, Walda stimulates a dialogical depiction of the
historical truth of the French Revclution (and, in general, of
any revolutionary effort). Both the ideclogies of the two
protagonists, the declarations of their opponents and
advocates, permeate the film with a multiplicity of pblemical
voices, which give credibility to our initial Bakhtinian
definition of Wajda as a discursive author whose enunciative
political peower lies in a passionate, dialogyical depiction of
historical events and not in their "objective" demcnstration
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IITI CHAPTER

THE HISTORICAL DIALOGUE IN WAJDA’S FILMS

Introduction

The three films Man of Marble, Man of Iron and Danton
embrace a discourse which encompasses the history of
contemporary Poland from the period after the Second World War
to the time of the introduction of martial law in Poland in
1981. Man of Marble contains scenes from the early times after
the Second World War: the enthusiasm incited by the country’s
new freedom and manifested in an ardent reconstruction of the
country, but also the everpresent Stalinism and the growing
rele of the Communist Party in those times. Man of Iron
recounts the time of Gierek’s rule, the growing power of
opposition movements, the strikes in Gdansk in 1980 and the
Gdansk agreement between the Government and shipyard workers
in August 1980. Danton, although its diegesis! reflects the
times of the French Revolution, dialogically refers to the
introduction of martial law in Poland and debates the choice
between the totalitarian power of reason and the passion of
ordinary people in the formation of history.

In the treatment of the films’ historical discourses, I
would postulate a dynamic relation between historical fact and
film, and discuss this relation in terms of their tensions and

oppositions. The films of Andrze] Wajda presented in the
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thesis are conditioned by history. 0On the other hand, the
films as carriers of meaning are representations of history.
This approach would comply with Bakhtin’s notion that textual
historical traits constitute the substance of a work of art.
Kristeva comments on this point,

Although the Russian formalists were engrossed with the
idea of dialogue as linguistic communication, for Bakhtin
the significance was f-v greater. Bakhtin, born of a
revelutionary Russia that was preoccupled with social
problems, sees in dialogism the insertion of history

(society) into a text and of this text into history.’

Thus, Bakhtin’s notion of dialogism includes not only the
complex relationships between writer, speaker, addressee, but
also the text’s "intersection with the contemporary or earlier
cultural context™®. As William McClellan notes,

The important point 1s that Bakhtin grounds his theory of
dialegics in the concreteness of heteroglossia, the
socio—-econcmic and the Thisteorical and not in a
metaphysical order. "Truth" is not an eternal given but
an evaluation that is historically determined and cne
that is subject to change. (...)

His theory facilitates the possibility of reading, for
example, ethnographic narrative as literary discourse and
a novel as a social text. Both kinds of texts are seen as
producing sccial knowledge.’

In Bakhtin, history is everpresent in a metaphorical sense as
it permeates every single word of the text. For instance, in
his discussion o©f the epic, Bakhtin refers to the
"interrelationship of times"?,

{In the epic) the valorized emphasis is not on the future

82



and does not serve the future, no favours are being done
it (such favours face an eternity outside time); what is
served here is the future memory of a past, a broadening
of the world of the absolute past, and enriching of it
with new images (at the expense of contemporaneity) - a
world that is always opposed in principle to any merely
transitory past.®

In this sense, the films discussed in the thesis relate to the
past history constantly. For the spectator to understand the
images properly he or she has to velate to the images, absorb
them as his or her own and interpret them in the context of
their own lives. The border between the public and the private
blurs, and the historical events presented or alluded toc on
the screen gain significance only thanks to their connection
with the private lives of the protagonists with whom the
spectator in the cinema can identify. In this sense, the
spectator relates to his or her past experience in the
absorption of the presented message. Also, his or her
knowledge of histery incerporates the spectator into the
historical discourse of the film itself, thus producing a
merger of historical horizons, a fusion which Hans Robert
Jauss called the "Erwartungshorizont" (expectation horizon)
for the process of interpretation of history in a literary
work.

The findings of Hans Robert Jauss seem especially crucial
in the context of the political films of Andrze]j Wajda. It was
Jauss who ascribed particular importance to historical context
in the interpretation of a literary work within the area of
reception theory.’ The historical as an indispensable element
for the contextualization of the message is this aspect of his
theory which particularly binds him with Bakhtin. Jauss
presented his study "Literaturgeschichte als Provckaticon der
Literaturwissenschaft" (1967)° as a suggestion for salvaging
the historicity of literature by radically curtailing event-
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oriented histcriography. His gecal was to "establish a new
. relationship between the historical and the aesthetic

perspective."’ One of Jauss’s seven theses reads,

If literary history is to be rejuvenated, the prejudices
of historical objectivism must be removed and the
traditiconal approach to literature must be replaced by an
aesthetics of reception and impact. The historical
relevance of literature is not based on an organization
of literary works which is established post factum but on
the reader’s past experience of the literary data.'

This model postulates a definition of histcricity where (in
contrast to the history of events), present and past comprise
a unity; consequently the mediation of the past and the
present becomes the true task of writing history. As Heidegger
states that "an interpretaticn is never a presuppositionless
apprehending of something presented to us,"!" so Jauss’s
. stress on the communicative aspect of the aesthetic experience
within its historical dimensions offers a crucial point of
departure thus far only acknowledged in part and for the most
undeveloped by the reception theory scholars ¢f whom, on the
one hand, Jauss was a representative but also on the other
hand, an innovator who stressed the indispensability of
historical contextualization to the interpretation of the
literary work. Rather than reconstructing the past, Jauss
seeks an integration of past and present, of reader and text,
thus allowing a hermeneutically reflected apprecach to the
historicity of literature as well as of its readers.

In this approach, although reception theory concerns
itself "with the historical conditions of the aesthetic effect
of works of art,"!? it does not exclude the subject, as Jauss
states in an interview,

(reception theory) does not exclude the standpoint and
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the activity of the subject, but rather includes him as
the condition of knowledge, and this concept is to that
extent specific to all sciences which would understand
meaning, which proceeds from the assumption that meaning

is a yielded truth - and not a given one...!

For Jauss any subject is every bit as time-bound as any
given text; an encounter between these two elements gives rise
to a dialogue, an exchange Jauss describes as a relation
between history and (literary) effect. The concept informing
Jauss’s project, Erwartungshorizont (expectation horizon), a
notion borrowed from Karl Mannheim*® signifies that alil
texts, like all interpretations, issue from a distinct vantage
point. Literature, fundamentally dialeogic in nature, stands
within, gquestions, and often seeks to revise the shared
assumptions and accepted traditions of a given point in time.
The literary historian’s task - and Jauss speaks here with
this audience in mind and not a wider readership - involves
net only recreating the Erwartungsherizont of author and
contemporary audience, but alsc opening these up to a
conversaltion with present and past interpreters. The
advantages to be gained are many: reconstructing the
expectation horizon enables one to discern the questions for
which a text provided an answer; it allows one to establish
how previous readers understood the work as well as to apply
it to the present reader’s situation. This procedure makes it
clear that there exists no single definitive reading of any
given work. Reception history above all means placing a text
within the context of its multiple possible meanings and
interpretaticons.!® In Jauss’s approach interpretation is
understood as an interacticn between the contextualized
spheres of aesthetic and other factors. The explication of
meaning would be the result of an interaction between the
social and historical, which become fused to produce a
varticularized reading dependent on the actual context of
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reading and on the world of the interpreter’s beliefs and
convictions. The contextual positioning of the interpreter

greatly determines the interpretation of the text iltself.

Bakhtin seems to have foreseen Jauss’s theory in its
postulate cf the importance of the historical in the analysis
of a work of art. However, while Jauss disregards the
possibility of internal tension in the text itself, Bakhtin's
dialogism seems to coffer a more interesting apprevach to its
interpretation. A passive existence of the work of art is
dispensed with, giving way to a pulsating interaction of
discourses within it. The meaning of the literary work becomes
structured around internal tensions Dbetween differing
ideclogies and points of wview within the text itself,
weception theory as represented by Jauss seems static by
comparison, with the werk of art remaining a stable construct.
The Bakhtinian approach allows for tensions to exist within
the text, thus permitting a development,a movement and greater
possibilities for its interpretation than tig rigorous
reception theory of Jauss does.

Jauss’s reception theory accepts the work of art as a
ready—made product to be appreciated and deciphered by the
reacder in a unilateral relation. The reader engages in an
interaction with the work of art based on a set of
presuppcsitions inherent in his own world of beliefs which he
then "matches" with particular discourses in the work, trying
to decipher or deconstruct its meaning. The work of art
itself, however, is treated as a finished product, an
aesthetically polished result of the artist at work. Jauss’s
theory tackles only the interpretative relations between the
receiver of the text and the text existing as a final product
in the sense of the historical conditiconing of the process of
interpretation.

Bakhtin’s model of dialogism, on the other hand, sesems

to encompass a multiplicity of incomplete voices and
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unconcluded positions and assumes an active participation on
the part of the reader in the dialogical formation of the
meaning, and in the appropriation of the work’s multiple
discourses. In Bakhtin, histery 1is everpresent in a
metaphorical sense as it permeates every single word of the
text. Bakhtin thus postulates a dynamic relation between
history, society and text.

It is worth noting here that what is normally understood
as "historical context™ dces not exist outside of discourse
either for Jauss or for Bakhtin. For both of them, context is
an integral part of discourse, constituting this discourse
semantically and conditioning the reader’s response. Context
is situated within the language and within us as the readers
and exists as an integral part of the meaning of logos!®.

As in the literary text, history is the very fabric of
the film text as well, it exists in the text in the form of
images, soundtrack and particular vecices of the protagonists.
In Man of Marble, the memories from the era of Stalinism in
the accounts given by the protagonists are transformed into
stylized 1images combining the moments of the past’s
gleorification and its horror. Stalinism is alive in the bluish
hues of the security officer’s office and in the low angled
presentation of the terrified Birkut. Stalinism alsc persists
in Man of Iron in the ubiquitous subliminal presence of the
powerful authorities which is evoked in the words of Agnieszka
in the prison, or in a powerful scene in which the human
relations officer from the shipyard forbids Maciek and
Agnieszka to start an exhibition of photographs depicting the
events of 1¢70 in their apartment. The totalitarian system
introduced by Stalin is later echoed in the totalitarian
system of the French Revolution in Danton. A similar colour
palette as applied in some scenes of Man of Marble is
constitutive of the texture of the whole film. Danton is thus
filmed in bluish and greyish tones from the beginning to the
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end, thus depicting the overpowering gloom of terror. By such
a presentation of colour in his films, Wajda imposes h.s cwn
interpretation of history. The rhetorical devices he uses
create a specific interpretation, a set of figurative
statements relating to the past. History in these films is a
highly subjective undertaking the perception of which has
nothing to do with an absolute truth of the presented events.
Thus, as Hayden White comments,

the interpretative or assessmental problem cannot be
solved by perception, (...} as other propositions
(relating the same period in the past -my addition) must
themselves be interpreted or assessed as to their truth
value before the comparison can be made.!’

There are scenes, however, in which the representation of
reality in the  historical discourse becomes almost
"transparent", without any intrusion of rhetorical devices.
Such transparency is seen in the scenes of Man of Iron where
the documentary footage coalesces with the fictional
narrative. Even then, although the style of this footage seems
to be almost devoid of the personality of the filmmaker, the
camera angle in particular shots creates other meanings for
the spectator. For instance, the bird’s -eye view of the
Catholic mass in the documentary focotage in Man of Iron is
stunning in its simplicity and enunciative power. Although the
purpose of this "objective" shot produced by Zajaczkowski and
Chodakowski in their film Robotnicy (and included by Waijda in
his film) was to present the Cathe¢lic mass with its crowds of
people, in juxtaposition with the shot of the stunned Winkiel
who watches the mass from the hotel window, the sequence
clearly marks the power of the Catholic religion in the
formation of oppositicon movements in Poland.

In general, however, Wajda is no historian in the
literary sense of the word. His historical language in the
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cinema is not utterly transparent - "like a focussing lens,
but an uncolored one"'®. The historical discourse in his
films is a part of the whole cinematic experience, not devoid
of the personality of the filmmaker. The rhetorical effect of
his presentation of history is unique; and the factual
knowledge his films present is rendered in such a way that
each film tells "its own story", instead of presenting bare
historical facts.

The rhetoric o©f his films constitutes a specific
"politics of discourse"!® which c¢reates a historiography
remaining £far from politically innocent. In his films
depicting stories ingrained deep in the history of his
country, Wajda presents his version of events and his
interpretation of those times. The fact that the spectators
identified with these stories and read them as their own
version of events (especially in Man of Iron), contributed to
the enormous success of the films. Wajda’s version of history,
however, must not be considered an objective truth, a full
reconstruction of the events, histecrically proven and
rationalized. Nevertheless, his presentation of the events
creates a specific political impact - the artistic
manipulation of the facts and their brilliant cinematic
presentation opens a dialogue with the spectator who
identifies with the images, painfully negotiates them, and
finally accepts them, embracing, in this way, the political
message of Wajda himself.

With such an wunderstanding of histery - as the
constitutive substance of the film text and not an abstract
entity on its own - I will analyze the three films. In the
following section I will present historical facts which have
found their representation, or have been alluded to in the
three films, and, later, I will concentrate on particular
scenes in the films in question in which the historical
discourse is explicitly realized.
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Historical Context of the Films

In this part of the chapter I shall present those moments
of Polish history which are either directly reported, alluded
to or commented upon in all three films. The films Man of
Mzrble, Man of Iron and Danton refer to the time between
Stalinism in the fiifties and the mcment of the implementation
and execution of the martial law in Foland in 1981.

In Poland the term "Stalinism" refers to the historical
period after the Second World War wup to the year 1956.
Boleslaw Bierut, the advocate of the Soviet dictator, governed
the country following directives straight from Stalin himself.
Stalin implemented a Soviet-style communism, preached and
practised in the Soviet Union from the late 1920s to the early
eighties. In the Soviet Union, the tradition of autocracy was
deeply ingrained, on the one hand, in the undisputable cult of
the Tsar in the old Russia and, on the other hand, in the
revolutionary transformations or deformations of Marx’s
thought as summarized in Joseph Stalin’s Broblems of Leninism

(1940) .?° The totalitarian political and ideological systéﬁ
as espoused by Stalin demanded not only a complete
psychological subjugation of Soviet citizens to his dictates
but required that every Soviet citizen remain under total
governmert control in all spheres of his or her life. Every
human activity, whether public or personal, was monitored by
the great leader and his followers. The party controlled
industrial growth, agricultural and cultural activity but also
oversaw the individual through constant political meetinge. and
propaganda sessions. Ideological argument was swamped by the
cult of Stalin’s personality and all discussions were brought
to a close with a timely or untimely quotation from "The Great
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Leader."®

An attempt was made to establish the same system in
Poland. In those years, Poland was a ’‘one partv state!’
remaining under direct Soviet control. The Polish economy was
redirected to serve military purposes. On the pretext that the
socialist bloc was about to be attacked by the forces of
American imperialism, Poland and other countries of Eastern
Europe were turned into an armed camp.
Morecover, Stalinism was alsc a mode of thinking, and, as
Davies describes it, "a doctrine, a system, and an attitude of
mind.™?! As he summarizes Stalinism in Poland,

the habits of Stalinism penetrated into every walk of
life. Statues of Stalin appeared in public places,
Everything and anything, from the Palace of Culture in
Warsaw downwards, was dedicated ‘to the name of
J.V.5talin’. Soviet Russian civilization was upheld as
the universal paragon of virtue. (...) In art, ’‘Socialist
Realism’, once described as ‘the orchestra of the
concentration camp’, gained exclusive approval. In the
cciences, Russian .ames such as Lysenko superseded
Mendel, Newton, and Einstein. In the humanities, Soviet
'Diamat’, the allegedly scientific analysis of all human
problems, was indiscriminately applied. Nonconformity of
any sort was promptly:punished. The militiaman and the
petty Party bureaucrat walked tall.??

In the three films under cohsideration Stalinism appears as a
constant trait still existing in the present, and not as a
past which is distanced, completed and closed like a circle.
The time of Stalinism merges with the time of the sixzties and
the seventies and imposes its dictatorial voice on the time of
the eighties.?

The Stalinist system remained intact in Poland until
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October 1956. The Thaw which started after the fsecret speech’
of Krushchev to the Twentieth Congress in the Soviet Union in
1956, recounting a limited selection of Stalin’s crimes
against the Party and the people, rocked the wheole communist
world. Krushchev’s speech and the death of the Polish Party
leader, Boleslaw Bierut, opened wide the doors to internal
Party conflict in Poland between revisionists and dogmatists.
Intellectuals opting for cultural independence and political
change attacked the doctrinaire Party leadership. Also at that
time, the first serious social conflict occurred when
industrial workers in Poznan, protesving against revised
production norms that reduced th