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Motes

1, Roland Baribes, Essals critiques {Le Sewil, Parls, 1971}, p. 13,

2. Tr woedd be wrong o dhink that Sopeén vens the anly infinenee o this précoss
— the hlatary of indepeadent Hlin b the seventies hus yor b be written.
e woubd abs be wrong to eondemmn out of band all thoss Hlms which were
Eorenally deperioensal and politicelly copesrned = Phil Mulley's In che
Forest o7 Laura Mulvey and Fewer Wollen's Pentheativa are only two
exammypios of films cher coeated sod used new spaces o the cinema. Never-
theless, much that was produced then did confomm to en averthsgmetisal
frrmuls, which did Hede vpationalane & sesf policioal sod foroal sngagement
with the cipmms-

3. The title of Phcheun's Hrst bodk was LADodrss dutemdtigns dur Siscanrs
FEnned, Parts, 19899]. The coercet canslathon inve Engllsh would be "Com-
puter snafesis of discourss’, But in the embigeity of the Preoch “aote-
sptiqua’, 1, #r leass, find 4 reace of the perverie wtophen dredsty, which I
shared, to disoover an “sueomaie’ methad of processlng texss whikeh would
EM,WH el fondirmentsl squivelonces independently of the desire of sany
aplyat.

4.1 have revslned ihe form in which the paper was delivered at the contersnce
beeanse of e importanee of thet conderene in clerifying my idess,

5. 1 hove left os of aespiht Bere the whele question of the selation of TWand
Hlen to Mtersture canrses, This is:8 vexed question azsd bn the poesent congexs
1 will suffes myself with two Srict paiots. Flst, Tem convinged that TV
aind Biltn ahoutd be saupbe within Enplish couses, Seacanl 1 convinisd
that mach of the hostilite Lencountered was breavse of myy work i tele
wisto pnd Hlin abthough enmprised only & day patt of may mesching - v
vy short courses by five pears.

Realism and the cinema: notes on
some Brechtian theses

Throughout his life Brecht conducted, topether with a contifiu-
ally experimenting artizstic practice, a sustained theoreticsl
reflection on his own and others” work, In the early thirties
drawing up 2 project for a new critical review Brecht wrote

Amangst other things the review vnderstands the word ‘eriticism’
o 28 doihle senss -~ transforming dislectically the tatality of sub-
jects lnto & permanent cozis and thus conceiving the gpoch as a
critical period bn both tneanings of the term. s this polnt of wiew
neeessarily entails a rehabilitacion of theory inits productive rights.
(v, 83~a61t
The importance of theory and its productive eifects in the aes-
thetic domain persists a8 a central concern throughout Brecht's
writings. Two sress in which Brecht felt the need for theory 1o
be particularly pressing were the debate on reslism in which
Luk#cs's positions achicved dominance in the garly thintes and
the relatively new cultural area of the cinessa, His seflections on
these 1opics were published in 1967 under the tithes Uber den
Realismus and [ber Film and these sections have since been
totally translated into French and sections of them have recencly
been published in English.? The aim of this article is to elaborate
zome of the positions advanced in those two works. It is notan
attempt to extract a coheront theory from Brecht's theoretical
writings [and st3ll Jess (o offer 4 eoherent accourt of the relation
of this theory to his arsistic practive] bue rarher a set of digressions
which take as their starting polnt some Brachtian theses,
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The classic realist texe
Criticizm, 8t loast Marxist cxiticism, must proceed methodically and
poncretely in sach eass, in shore seientifically. Loose talk isof oo w&u
hite, whateves its vocsbulary. In no circutostances can the
guide-Jimes for a practieal definition of realismn be derived from Eﬁm%
works alone. [Be ke Tolstoy ~ bue withons his weaknesses! Be fike
Balzac ~ onlyup-to-dateti Realism is an jssue not only for literature:
it is a major politizal, philosophicel and practical issue and must be
handied and sxplained as such «~ as a mateer of gensrad wﬁmuﬁ
inLerest. X, 307
Cme of the difficulties of any discussion sbout realism is the lack
af any really effective vocghulary with which to discuss the topic.
Most discussions tum on the probiems of the production of dis-
cenarse which will fully adespate the real. This notion of sdequacy
is wnnmmnmm bath by the tealists and indeed by the anti-realists
whose main arpument Is that no discourse can ever be adeqguate
to the mulifarions nature of the resl, This notion of the realis,
howewver, T wish to suggest, a niotion which is tied to 3 particalar
type of Literary production — the pineteerth-century realist
novel. The dominsnce of this sovel form is such that people sill
tend to confuse the general guestion of realison with the particelar
forms of the nineteenth-century realist novel. Inorder to mutke
the discussion clearer § want therefore to attempt to define the
structure which typifies the nineteenth-century realist novel and
to show how that straeture can slse be used to describe a grest
number of films, The detour through Heerature is necessary
hecause, in many ways, the strictire s nch more obvious there
and alen beeause of the historical dominance of the classic realist
novel over much Hlm production. What to alsrge extent will be
lacking in this article is the specific nature of the film form bt
thiz does not seem to me to invalidate the setting ap of certaln
easentisl categneies from which further discussion must progress,
The stroetre T will avtempt to disengage I shall call the classic
realist toxt and [ ¢hall apply it to novels and films,
A classio pealist text niay be defined a8 one in which there is
a hierarchy amongst the disconeses which compose the text and
this hiersrchy is defined in terms of an empirical notion of truth.
Perhaps the easiest way to understand this is throngh s reflection
on the nse of inverted commas within the classic realist novel.
While those sections in the text which are contained in inverted
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commas may cause & certain difficulty forthe reader ~ a certain
confusion vis-i-vis what really is the case — this difficalty is
sholished by the unspoken [or more securately the unwritten|
prose that surronands them, In the classical realist novel the narra-
thve proge funetions us & metalangoape that can state all the traths
in the abject language ~ those words held in inverted comimas
~ gnd can also explain the relation of this object language 10 the
real. The metalanguage can thereby explain the relation of this
ohiect language to the world and the strange methods by which
the obiect languages sttempt to express taths which are straighe-
forwandly conveved in the metalanguage. What have called an
umwritten prose {or & metalopguage] is exactly rhat langnage,
which while placing other languages between inverted sommas
and regarding them 48 certain material expressions which express
ceraie meanings, regards those same meanings as finding trans-
parent expression within the metalangeage itself, Transparent
in the sense that the metalanguage is not regarded as material;
it is dematerialised to achieve perfect representation ~ to let the
identity of things shine through the window of words. For inso
far as the metslanguage is rreated isclf as material ~ it, too, can
b peimerpreted; new meanings can be found for it in 2 further
metalanguage. The peoblem is the problem that bas troubled
westen thought sinee the pre-Soeraries recognised the separation
between what was said and the sct of sayving, This separation
st be thought bath as tirse and spuce = as the space, which
in the distance from pags to eye or mouth to ear allows the
possibility of misunderstanding — as the time taken to traverse
the page or listen to 2n utterance which ensures the defersed
interpretation of words which are always only defined by what
follows. The problem is that in the moment thet wi say a sen-
tence the meaning fwhat is sabd] seems fixed and evident but
what is 22id does ot exist anfely for the moment and is apen to
furcher interpratations, Even in this formulation of the problem
1 hawe presupposed an origins] moment when there is strict
nmnﬁmuﬁmmmmﬂnw gmimnw mﬁn ﬂﬁ:@ LE@ s.wsﬁ wm mwmm WE the

.ﬂun mﬂﬁmﬁmﬂg is mmﬁwﬂm w#nmmw there ,mm we cannot Jocate .&n
presenee of what is satd ~ distribuced as it is theough space -
nor the present of what is sald -~ distribured as it s throngh time.

This separation besrs witness o the real as artienlated, The
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thing represented does not appear in a moment of pure identity
as it tears irself ang of the world and presents fself, but rather
ix caught in an articulation in which each object is defined in a
set of differences and oppositions.

1¢ 35 this separation that the unwritten text sttempts to anneal,
to make whole, through denying its own status g5 writing — as
marks of nuaterial difference distributed through time and space.
ﬁwﬁnﬁ other discourses within the text are considered as
material which sre ppen to re-interpretation, the narrative dis-
eottrae simply allows reality to appear and denies its own seatus
as articnfation. This relationship between disconrses can be
clearly seen in the work of such a writer 35 George Eliot. In the
seane in Middiarmreh where Mr Brooke goes to visit the Dagleys'
farm we read two different languages, One s the educated, well-
meaning, bt not very intelligent discourse of Mx Brooke and the
pther is the vosducated, vielent and very nearl zmmmwmmm%ﬁm
diseourse of the dranken Dagler. But the whole dialogue is
surrounded by 2 metalanguage, which being unspoken is also un.
written, and which places thesediscourses in inverted commas
and can thus diseuss thess diseourses’ relation to troth — atruth
which is Hluminatingly revealed in mﬁ metalanpiage. The meta-
langauge reduces the object languages into a m&ﬁmw division
betwesn form and content and extracts the ingful content
from the useless form. Cipe can see this process at work in the
following passage which ends the scene:

He [ Mz Hrooke] had never been insulted on hiz own land hefore, and
had been inclined to regard himbelf ot a general favourite (we are all
apt to da 5o, when we think of our own ssiabilicy more wwuu what
pther people are likely to want of us). When be had quarzclied with
Caleb Garth vwelve years before be had thought that the tenants
wionld be pleased ot the lundlord's taking everything into his own
hands,

Snmne whe follow the parrative of this experience sy wonder st

the ﬂuﬁnﬁg m&wﬂnmﬁ @m My ﬂmﬁn% wﬁ nothing WS u&ﬁ E &unmn

muuuﬁwaﬁ, &&m& arectorin m_.,ﬁ . w»ﬂmwﬂuﬁ was mmﬁ&%
to the backbone, 5 ourate neaer at hand who preached more learnedly
than the pector, & landlosd who had gone into everything, especially
fine art and social improvement and all the lights of Middlemsarch
oty three miles off. {RHne 1967430-3]

36

Eealism and the cinema

This passage provides the necessary interpretations for the
discourses that we have read earlier in the chapier. Both the
disconrses of Dagley and Mr Brooke are revealed as springing
fromm two types of ignorance which the metalanguapge can expose
ard reveal. Sowe have Mr Brooke's attitnde o what his tenants
thought of him contrasted with the reality which is available
through the namative prose. Mo discourse is allowed to speak for
eself but rather it most be placed in a context which will reduce
it to 2 simaple explicable content. And in the claim that the nar-
rative prose has direct access to a final reality we can find the
claim of the classic realist novel 1o present us with the truths of
human nature, The ability to reveal the rruth about Mr Brooke
is the ability that guarantees the generalisations of human naturs,

Thus then a first definition of the classic realist text — but
does this definition carry over into films whepe it is cortainly
less ovident where to Jocate the dominant discouzse! It seems
te e that it does and in the following fashion. The narative
prose achieves its position of dominance because it is in the
position of knowledge and this function of knowledge is saken
by in the cinema by the narration of events. Through the knowl-
mm%n we gain from the narrative we can split the discourses of the
various characters from their siruation and compare what is said
in these discourses with what has been revesled to us chrough
narration. The canera shows us what happens — it tells the tmuh
gpsinst which we van messure the discourses. A good example
of this classical realist structure is to be fonnd in Pakula's film
Kluee, This filin i of partieular intersst becanse it was widely
praised for its realism on itg release. Perhaps even more signifi-
cantly it tended to be praised for its realistic presentation of the
leading woman, Bree {played by Jane Fondal.

In Khirte the relationship of dominance between discourses is
peculiarly accentusted by the fact that the film is interspersed
with fragraents of Bree talking vo her psychistrist. This subjective
discourse ean be exactly messured against the reality provided
ww the unfolding of the story. Thus all her talk of independencs
is portrayed as mb&mw an losion a8 we disoover, to no great
surptise hut 1o our immense relief, what she veally wants is
to settle dows in the mid-West with Jobn Blute {ehe detactive
played by Donald Sutherland] and have a family. The final
sequence of the film is particularly telling in this respect, While
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Kliite and Bree pack their bags to leave, the soundtrack records
Bree at her last meeting with ber pspchistrist, Her own edti-
ation of the situation is that it most probably won't work bat
the reality of the image ensures us that this is the way it will
really be. Indeed Brec's monologue is oven more interesting -
for in relation to the reality of the image it marks a definite
adwvance on her provions statements. She has gained insight
thraugh the plot development and like many good hereines of
classic realist texts her disconrse is more neazly adeguate to the
truth at the end of the film than at the heginning. But if a pro-
gression towards knowledge is what marks Bree, it is possession
of knowledge which marks the narzative, the reader of the film
and John Blate himself. For Klute is privileged by the narrative
a5 the one charseter whoscdiscourse is also 2 discourse of knowl-
edge, Mot only it Klute a detective and thus ean solve the problem
of his friend's disappearance - he is also s man, and 2 man who
becanse he Bas not come into contact with the eity has not had
his virility undermined. And it i3 as a full-blooded man that he
can know not only the truth of the mystery of the murders but
alss the truth of the woman Bree. Bar from being a film which
g0es any way to portiaying & woman liberated from male defi-
nition [a common critical response], Khite exactly guarantess
that the real essence of weman can only be discovered and defined
by & i,

The analysis sketched here is obviously very schemstic but
what, hopefully, it does show is that the struetuze of the classic
realist text can be found in film as well. That narrative of events
— the knowledge which the film provides of how things really
are - is the metalanguage in which we can talk of the various
charscters it the film, What woald still remosin to be done inthe
elaboration of the strocturs of the classic realist textin cineps
is # mnore detailed aceonnt of the acoual mechanizms by which
the pareative is privileged {and the way in which one or more of
the charscters within the parrative can be equally privileged] snd
alzo a history of the development of this dominant nerrative. On
the synchronic level it would be necessary 1o attempran analysis
of the relationship between the various types of shot and their
commbination into sequences ~ are there for example certain types
of shot which are codad as subjective and therefors subordinate
o others which aze puaranteed as objective! In sddition how does
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mugie work as the guarantee or otherwise of truth? On the dis-
chronic Tevel it would be necessary to study how this form was
produced - what teladonshipobisins between theclassio realist
text and technical advances such as the development of the
talkie? What ideological factors were at work in the production
and dominanes of the classic realist vexo?

T'o rerurn, however, to the namative discourse. If 5 necessary
to atterapt tounderstand the type of relations that this dominant
discourse produces. The narrative discourse canmot be mistaken
in ity identifications beesuse the narrative discourse is not
present a5 discourse — as articulation. The unguestioned nature
of the narrative discourse entails that the only problem that
reality poses s to go and Jook and see what Things there are. The
relationship between the reading subjeet snd the real is placed
as ong of pure specularity, The real is noe articulated - it is,
These features imply two sssential features of the classic realist
ey
1 The classic realist tewt cannot deal with the real as contra-

dictory.

2 In a reciprocsl movement the classic realist text ensures the
position of the subject in s relation of dominant specularity.

The classic realist text as progressive ant

I general, do not be consent with providing an insight into the

Titerature of the country in question, but follow the detadls of Hierary

fife itself. Consider literary phenomens gs events and as social

events. {Principles for the review Das Wort) 2oL, o7
it may be chiected that the aceount that Thave given of the classic
Yitezary text is deficient in the following extremely important
fashion. It ignores what is the usual eriterion for realism, tharis
to say subject matter. The categary of the classic realist text
lumps together in book and film The Geapes of Wiath and The
Sound of Music, L'Assommodr and Tood of Toad Hall, In order
to find 5 criterlon with which to make distinctions within the
aresof the classic realist text it is necessary to reflect on contra-
diction. T have stated that the classic realist text cannot deal with
the real ip its contradiction because of the unguestioned status
of the representation st the level of the dominam discoirse. In
order to understand how contradiction can be dealt with it is
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necessary to investigate the wrkings of anoperation that is often
opposed to representation, namely montage.

In his essay om ‘Word and image” in The Film Sense, Elsenstein
defines montage, Amongst numerpus examples of montage he
quotes the following from Ambrose Blerce's Fantastic Fables:

A Worsan in widow's weeds was weeping upan & grave.

‘Console yourself, madam® said a Sympathetic Stranger.

"Heaven's mercies are infindte. There is another man somewhete,

beside your bushand, with whorm pei ¢an §tl] be happy.”

"rhere was,’ she sobbed ~ '‘theve was, but this is bis grave”
[Elsenarein 1968 1415

Biscnstein cxplains the cffect of this kble in terms of an jnter-
setion between the visual representations in the story, The
woman 1 a representation nd so is the monrning dress ~ they
are, in Bisenstein's terms, objectively fepresentable — but the
juxtaposition of these sepresentations gives rise to a new image
that s not representable ~ namely that the woman is & widow.

It is the expectation created by the juxtaposition which is under-

eut by the fimal ling uttered by the woman. For the moment we

shall only notice the following poing:

1 that Bisenstein, concerned very largely with asimple definition
of representation, fails to recognise that widow i3 just as
ghicctive o representation as woman or roouming dress and

2. that montage involves both an intersction bétween represen-
tations and a shock.

Eisenstein continues his explanation by expanding his distine-
tion between representation [the raw material of the montage]
and image (that which is prodeced by the montage itself].

Take o white cireglar-dise of average size and smooth surdsce, s

circumierence divided intosixty ogual parts. At every fifth division

is st 5 figure in the order of suctession of 1 to 12, At the centre of
the dise are Heed two metal rods, moving freely on thelr fred ends,
poinred 1t thelr free ands, one belng equal 1o the radins of the dise,
the other rather shorter. Let the Jonger pobnted Tod have its free end
resting at the figure 12 and the shatter in suceession pointing drwands
the Hgures 1, 3, 3 and so on up 1o 12, This will comprise a series of
gepmetricel representations of successive relations of the twametal
reds to one another expressed in the dimenstons 20, &0, 90 degrees,
and so on up to 360 degrees.

1, however, this dise is provided with 2 mechanieom that imparts
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steady movenent to the metal rods, the geomettical figire formed
on the surface gegquires a specis] mesning: it i3 now aot simply 2
FEpTesEiatios, it is an dmags of time. {1968:20!

The ronfusion that led Eisenstein to count worman and motesn-
ing dress as representable but widow as non-representable canbe
seen at worl again in this passage. Eisenstein thinks of the world
as heing composed of basic objects availsble to sight which arc
then linked together in various ways by the perceiviag subjoct
with the gid of his past experiences, That this is his position is
made shundantly clear in the passage which fullews the passage
1 hiave just guoted. He takes the sxample of Veonsky looking at
his watch, atter Anns Karenins has told bim that she is pregnant,
and belng so shocked that he sees the position of che hands but
not the time. Thus the position of the bands is the primitive
ohject in the warld and the time iz what the buman subject
crestes through his linking of this object with other items of
his experience. Montage is thus, for Bisenstein, in this passage
(which must not be confused with Bisenstein’s cinematic prac-
tiee], the manipulation of definite represéntations to produce
irnvages in the mind of the spectator, But tow it can be seen that
this definition of montage does not contradict Tepresentation at
all. Bweunderstand by representation the rendering of identities
inthe world then Bisengtein's account of monsage is not apposed
to representation but s simply a secondary process which comes
after representation. Eisenstein would have montage linking onto
representation but mot in any sense challenging it. The represen-
tation starts from an identity in the world which it re-presents,
the montage stants from representations, identities, and com-
bines them to form an image.

Eisenstein's scceptances of representation can be seon in those
passages where representation is conteasted with montage. For
Bisenstein the opposite to montsge is “Affadavit-gaposition’
witich he defines as 'In fln terms; representetions shot from o
singlesetug’. {1968:37) Thus montage is the showing of thesame
representation from different points of view. And it is from this
poing rhat we can begin to challenge Eisenstein’s conception of
moistage. A point of view sugpests two things. Firstly a view —
something that isseen — and secondly a location from which the
view may be had, the sight may be seen, Thus the sugpestion is
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that there are different locations from which we can see. But in
ali eases the sight remains the same ~ the activity of represen-
tation is not the determining factor in the sighe seen hut simply
the place from where it is ssen. The inevitsble result of this is
that there is something the same which we all see but which
dppears differently because of our position. But if there is identity;
if there is something over and above the views which can be
recetved at different points then this identity must be discemable
from soene ocher 'point of wiew’. And this neutral polnt of view
is exactly the ‘representations shot from a single set-up’.

What is at work in Eisenstein's argument is the idea that
there is some fixed reality which is awailable to us from an
obiective point of view {the single set-up]. Montage is simply
putring these fixed clements together in such 2 way that the
subject brings forth other clements in his experience - but
without any change in the identities, the clements that ae
being tendered. 1t is essential to realise that this sccount leaves
both subject and ohject unchallenged and that montage becomies
a kind of super-representation which is more effective at demon-
strating the real gualities of the object through the Hnles it can
form within the subject. Thus Bisenstein would analyse the
Bierce story as the representation of a given set of elements which
are {irst organised in one way then in another. There are,
however, no such set of fixed clements in the Blerce story, It is
nof that there iz a zet of elernents which the reader composes in
his mind® but rather that these slemnents are already determined
by the method of representation. What Eisenstein ignores is that
the method of representation [the languape: verbal or cinematic)
determines in its strioctural activity (the oppositions which can
be artienlated) both the places where the object "appears’ and the
‘point’ from which the object Is seen. It is this point which is
exactly the place allotted to the reading subject.

A careful analysis of the Bierce story may enable us todiscover
how montage operstes and why that operation s difficult 1o
grasp. We can read three different discomrses at work in the
Bicree story [a discourse being defined as a set of significant
oppositions). The parrative discourse, the discourse of the
Syrpathetic Stranger and the discourse of the Woman, The ques-
tiam is whether az Eisenstein holds, the narrstive discourse
represents simply & woman snd s mourning dress. But *woman’
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is not some: stmple identity as Eiscostein would have us believe,
Whereas the Sympathetic Straager identifies woman in terms of
religion and state - thus our relationships are determined in
beaven and are instimationalised by the state op earth - the

“Woman determines ber own identity as ‘woman® in terms of

desire and transgression — relationships are formed through the
transgressing of the state’s institutions and this transgression is
Hinked with 2 certain sexuality; for relationships between a man
and @ winman outside the bond of holy matrimony are explicitly
sexual, We can now understand that the montage works through
& contest between the identities offered by the different dis-
comtses in the Bierce story, the woman's starement jars with
what has gone before so that were-cead it - the identifications
that we made {that were made for us] are updermined by new
ones. What is thrown into doabt is exactly the identity [the
nature) of wornsn and this doubt isachieved through the ‘shock’
of the woman's statement as the identity already proffered is
subverted, It iz also clear from this analysis that there is no
peutral place from which we can see the view and where all the
points are located, There is no possible langnage of “affadavit-
cxposition’ that would show the scene ‘ag it really &', Por how
we see the scene will be determined by the way in which we
identify 'worhan’' — and this determination is a feature of the
svaitable dlscosrses, the discourses in which 'woman' can figure,

We are still, however, left with the problem of how we can
mistake thiseffect of montage, as I have suggested Eisenstein has
done, and the answer to thisquestion can be found in the apparent
similarity of the discourses in the Bieree story. Fur the three
discourses are 30 similar that we can be persuaded to réad them
a% one, All that is missing from the first and second is provided
by the third. The thivd discourse can be read a5 'closing” the text,
For with the information thus given to ws we can cead the
previows discoirses in a “final’ ~ that is to say once g for all
- anner. We can fll in the gaps in the first twe discourses -
gie the real identivies which sre muistaken. Bat this is to ignore
the fact that what is at guesting in the story are different dis-
souirees. Different discourses can be defined in discowrses in
which different oppositions are possible. Although at one level
~ the level of the legal relarionship to the body and the grave ~
hath discourses coinpide [she fs or fs not the wile}, at another lewel
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there are 2 set of eppositions of an cimotional nature {she does or
does por mowmm some man) which the stranger cannot articulate
guiside the oppositions derermined by the legal relationship.
Bierge's story, thronph the coincidenses between the disconrses
ou one level, sugpests to Bisenstein a set of identities in the
world. But the identities rest in the discourses. Thus opposed to
Bisensigin's concept of montage resting on the juxtapositions of
identities already rendered, we could talk of montage a5 the effect
generated by o conflice of diseouwrse in which the oppositions
svailable in the juxtaposed diseonrses are contradictory and in
conflict.

All thiz by way of explaining that the ¢lassic realist texi [
heavily ‘closed’ discourse] cannot deal with the real in its contra-
dictinns and that n the same movement it Bxes the subject in
2 poimt of view from which everything becomes obvious. Theee
is, hurwever, a level of contradiction into which the classic realist
text gan enter. This is the contradiction between the dominant
discourse of the text and the dominant ideological discourses of
the rime. Thus a classic realist text in which s sirike is
represented 4 4 just strupgle in which oppeessed workers attempt
to gain some of their dpheful wealth would be in contradietion
with certain contemporary ideological discourses and gz such
might be classified &5 progressive, It is bere that subject matter
enters into the argument and where wecan find the justification
for Marx and Engels's praise of Balzac and Lenin's texts on the
revalutionary fores of Talstay's texts which ushered the Fussian
peasant oif to the stage of history. Within contemmporary films one
eold think of the filmis of Costa-Gavess or such television
docimentaries as Cathy Come Home What is, however, still
impossible for the classic realist taxt is fo offer any perspeetives
for strugele dos to its inability to lovestizate comtradiction. £is
thus not surpsising that these films tend efther 1o be linked
to 8 social democratic conception of progress — if we reveal
injustices then they will go away - or certain ouvrisriste tend-
encies which tend to zee the working clags, outside any dis-
lzctical movement, as the simple possessoesof truth, It is at this
paint that Brecht's demand that Yiterary and artistic productions
be regarded as social events gains its foree. The contradictions
berween the dominant discourse in a classic realist vext and the
dominant ideslogical discourses at work in 2 society ate what
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provide the criteria for discrisninating within the classie realist
text, And these criteris will often resolve themsebres into ques-
tions of subject-matter. That this tends to leave open any ques-
tiom about the ctornal values of art is not something that should
worry us, As Brecht remarks:

Fobe frank, [do not set siuch an exeessively high value on the conce
of endurance. How cen we foresce whether future generations will
wish topricterve the memory of these figures {figures created by Balzas
ar Tolstowl! {Balase and Tolstoy will scarcely be in a position tooblige
them 1o do 5o, howeser ngetdous the methods with which they set
their plois In rotton.) 1 suspect it will depend on whether bt will be
asociafly relevant statement if someone says: 'That' fand ‘thet’ will
sider 1o @ comtomporary] ‘Is o Pore Goriot charsceer’, Perhaps such
charicters will not survive! Perbaps they preciscly arose in s coamplog
wieb of seletions of & type which will no longer exise ®

[IX, 3065}

Moments of subversion and strategies of subversion

The practics] methods of the revolution are not revolutionary, fhey
are diceared by the elass steuggle, It is for this reason that great writess
find thempelves 1 at egse in the chass stoapele, they baluee as thengh
the sirnggle was already {lnished, and they deal with the new sim-
stiom, conceived a8 colleetivist, which is the aim of the revolution.
The revnlition of the great writers is permanent. [¥vHL, 185

Ins the lase iesue of Soreen we published France Fortind's text on
“The writer's mandate’ {1974] which tenk the position thatart is
that area which deats with thejrreconcilable contradictions of life
ower and beyond the particular contradictions of the class struggle
and of their successful resolution in the revelution. It was sug-
gested in the edivarial that, in order to aveid a fall into romantie
and ulees-tefr positions, these iiveconcilable differences had w0 be
theorised within the scientific concepts offered tous by psycho-
arsalysis. Preud’s theory is a theory of the construction of the
suhject: the entry of the small infant into langwage and society
and the methods by which it learns what positions, as subiect,
it gan take up. This entry into the symbolic {the whole cultural
space which is stmmetured, like language through = set of differ-
ences and opposttions] is most eastly traced in the apalytic sity-
ation through that entry which is finally determining for the
infant — the problem of sexual difference. Freud's insight is
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that the unproblemastic taking up of the position of the subject
entzils the repression of the whole mechanism of the subject’s
constrgetion. The subject is seen as the founding sowrce of
meanings = utproblematically standing ourside an articalation
in which itis, in face, defined. This view of the subject as found-
ing source Is philosophically encapsulated in Descartes’ cogito:
Tthink, theraforeTam = thelin sitple evidence to frself provides
# moment of pure presence which can found the enterprise of
analysing the world. Jacgues Lacan, the French psychoanalyst,
hasvead Freud as reformulating the Cartesian cogito and destroy-
ing the subject as source and foundation ~ Lacan rewrites the
mm%m? in mmn uﬁﬁ.ﬁ of mﬁmﬁ_w &mﬂ%mmmm mm.m I think immmm 1 am

mmmnﬁ s mp.u E&Hnﬁﬁm it wwpﬁ mﬁwmmﬁn‘mﬁm Euéﬁnﬁwgmmﬁm
jiéeonnaizsarce) which is fnvolved in the successful wse of
language jor any other area of the symbalic which is similarly
structured) in which the subject is continually ignored a5 being
caught up in 2 process of artipulation to be taken as a fixed place
founding the discourse, The unconscions is that effece of language
which escapes the conscious subject in the distance between the
act of signification in which the subject passes from signifier to
signifier and what is signified inwhich the subject finds himself
in place g5, for example, the pronoun 1. The importance of
phenomena like verbal slips is that they testify to the existence
of the unconscious through the distance between what was said
and what the conscious snbject intended to say. They thus testify
to the distance between the subject of the sct of signification and
the conscions subject [the egol. In this distanee there is opened
a gap which s the avea of desive. What Ia essential to all of those
psychic productions which Freud uses in the analyte interpree-
ation is that they bear withess to the lack of control of the con-
soioms subiect over his discourses. The mechanisms of the un-
conscions can indeed be seen as the mechanisms of language.
Comdensation is the work of metaphor which wﬁumm together two
signifieds under one signifier and mﬁmmmnngﬂmﬂ 3% the constant
process along the signifying chain. The egois constantly caught
in this fundamental misunderstanding [mdconnaissnes] sbout
language in which from an Ulusory present it artempts to read
only one signified as present in the metaphor and attempts to bring
the signifying chain to an end in 8 perpetually deferred present.
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‘The relationship berween the nnconscious and desire, the
subject and language is concisely mﬂﬂﬁgmmw hy Lacan in the
following passape:

There {3 pot an uncosscious hecanse then there would be an un-

eonscinws desite which was obtase, heavy, caliban like, cven animal

iike, 2n unconscinus desive lifted up from the depths which wounld
be primitive snd would have totducace itself 1o the superior level of
vomacioussess, Completely on the contrary there is destre because
thers is unconscionsness {de Pinconsaient] ~ that's to say language
which escapes the subject in its steuetare and in its effects and there
iy always a1 the level of language something which is beyend con-
sehouzmess and ie is chere rhat one can sirgare the function of desise,

(Safonan 1968 253

1t i clesr that the classic realist text, as defined above, guaran-
tees the position of the subject exsctly stitside any artipulation
= the whole text works on the concealing of the dominant dis-
course a5 articulation ~ instead the dominant discourse presents
itself exactly as the presentation of objects to the reading subject,
But within the classic realist text the dominant discourse can
be subverted, brought into guestion — the position of the subject
may be rendered problematic. If we returm to vuroriginal cxample
of George Eliot we can see this process of subyversion at wark in
Flaniel Dervada, Within the text there is a discourse, the writings
of Mardecal in Hebrew, which are unmastered by the dominant
discourse. The text tells us that they are unteanslatable and thus
that there is an area outside the text’s control. This area is
exactly the area of the mother-tongue [Daniel’s mother s Jewish]
andd this mother-tongue subverfs the assured positions of both the
charscters in the text and the reading subject. My business here
iz not to give a full analysis of George Bliot"s work but rather o
indicate the possibility of maments withio a classical vealist text
which sabvert it and its evident status bor subject and obiece. We
are Hnmwaﬁmw fortunate in already possessing this kind of analysis
within the cinems in the Colders do Cindma’s reading of John
Ford's Young Mr Lincoln.” These moments are those elements
which escape the control of the dominang discourse in the same
Wiy a8 2 nearotic SYMpLom oF 4 verbal slip attest to the lack of
control of the conscions subject. They open np another area than
thuat of Hnwaﬂnﬂﬁﬂg of subject and object caught v an eternal
paralysed fixity - in ordes to investigate e wery movement of

47




Theoretical essays

artieulation and difference - the movemment of desire, {It s these
motnents which heve been privileged by Boland Barthes and the
Tel Quel gronp over the last few years and which have been
thearised throogh the evalustive concept of text.} Over and abave
these momants of subversion, howewer, there are what ane
might call gtrategizs of subversion, Instead of a dominant dis-
course which is transgressed at varions crocial moments we can
find 2 systematic refusal of any such dominant discourse. One of
thebest examples of a cinema which practices certain strategics
of subversion are the films of Roberto Rossellind, In Genmuny Yeur
Zern, for example, we can loeate s multitade of ways in which
the reading subject finds himself without a position fram which
the film ean be regarded. Firstly, and most importently, the
fact that the narrative is not privileged in sny way with regard
to the characters’ discourses, The narrative does not produce for
us the knowledge with which we can then judge the truth of
those discourses, Rather than the narrative providing us with
knowledge ~ it provides us with various seitings. Just as in
Brecht the “fable’ serves simply as 2 procedure to produce the
various gests, soin Rosseiling the story simply provides a frame-
wark far varions scenes which then comstitute the picture of
Germany in year zera, (It might be remarked that this unimpore-
anice of narestive s even more strongly marked n Franessco
uitlase di Dio, where the device of insroducing the various
tablesux without narrative connection is more evident.] Indecd
the narrative of Germany Yeor Zero can be seen a5 a deviee 1o
introduce the final gest of Bdmund's svicide — and in this it
closely resembles the first reel of Breeht’s own Kuhle Wampe.
Seenndly, Rossellint’s narrative introduces many elements which
are ot i any sense resoived and which deny the possibilicy of
regarding the film as integrated through a dominant discourse,
The aliied soldiers, the street kids, the landlord, the Teascher’s
house - all these provide elements which stretch autside the
narrative of the film and deoy its dominance.

"The result of these two stravegics is that the characters them-
selves canmot be identified in any final way. Instead of their dis-
pomrses, clothes, mannerisms being the punetual expressions of
an identity fixed by the nareative - cach element is caught upin
a complix set of differences, The whole problemaric of inside and
outside which preoceaptes the classic realist texr is transformed
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into a series of relationships in which word, dress, action and
gesture interact (o provide 4 never-finished series of significant
differences which is the character.

Tt may be objected that it i deliberately perverse to toar
Rosselliod avway from realisns with which he has been firmly con-
nectad both through his own statements and through oriticsl
reception. The realist element in Bosselling is not simply located
i the subiect matter, the tradiviomal criterion of realism, for 1
have already argued that the subject matter is a secondary com-
dition for realisrn, What typifics the classic realist text is the way
the subject matter is ordered and artipulated rather than its
origing. To deal with the facts of the world is, in itself, not enly
a realist but also a materialist viewpoint, The materialist, how-
ever, must regand these materials as ondered within a certain mode
of production, within which they find their definition. Anditis
here that one could begin to isolate that clemend of realist idecl-
ogy which does figure in Rossellini's films a3 a certain block, [f
the reading subject is not offered any certain mode of entry into
what is presented on the screen, he is offered & certain mode of
entry to the screen itself. For the facts presented by the camcra, ¥
they are not ordived in fized and finsl fashion amongst them-
selves, grg ordered in themselves, The camers, in Rossellint's
films is not articulated as pare of the productive process of the
filem. What it shows Is in some sense beyond arguoment and it s
hete that Rossellini's films show the wraditions] realist weakness
of being unable 1o deal with contradiction. In Vive IMialia the
glaring omission of the film is the absence of Cavour. Itis wrong
o attack this omission on purely political grounds for it is an
inevitable result of 2 cortain lack of questioning of the camera
itgelf. Garibaldi can be conttasted with Franciseo T of Maples
becauss thelr different conceptions of the world are snspecifically
tied to different Mistorical eras that the campera can cope with their
contradictions within an historical perspective. Here Is the way
the world is now - there is the way the world was then, But to
introduce Cavour would involve 3 simultaneous contradiction

—~ 2 class comtradiction. At this point the camera itself, a5 a
neutral agent, would become impossible. For it would have 1o
offer two present contradictory articulations of the world and
thus revesl its own presence. This cannot happen within a
Hossellin filrn where if we are continuslly aware of ourpresence

4%




Theoretical essays

im the cingma {particularly in his historical films] - that presence
itself is ot questioned it any way, Weare not allowed any par-
tievular position to pead the fim but we are allowed the position
of 2 reader — an unproblematie viewer ~ an eternally human
matizre working on the materizl provided by the camera.

A possible way of adyancing on Rossellini's practice {there are
s ebwious films which have marked such an sdvance although
soine of Godard's early films might be 50 considered] would be
to develop the possibility of articulating contradiction. Muchin
the way that JTames Joyce in LHysses snd Finnegans Wake investi-
gated the contradictory ways of ardoulating reality through an
investigation of the different forms of language, one could imagine
3 more adical strategy of subversion than that practised by
Bossellind it which the possibilities of the camera would be
hrought more clearly into play, What would mark such a cingma
and indesd any cinema of subversion would be that feature
quoted by Brecht at the heginning of this seetion — the fact that
it would be 11} at ease in the class seruggle, always concerned with
an arca of contradiction beyond the necessity of the present
revolution ~ the ineliminable contradictions of the sexes, the
eternal struggle between Desire and Law, between articularion
and position.

& possible category: the revolutionary text

Bereialist ernulation fortns individuals in 8 differons way and produces
different individaals. The there ie the further question whether it
b8 anyway ms individescing & process a3 the caplralist competitive
struggle. {XIX, 3160
1t is precisely this sharp opposithon between wark and laisure, which
Is peculiar 1o the capiralist mede of produstion, that sepasates all
inrelleeral sorivity into those activities which serve work and those
activitics which serve leisure, And those that serve leizure organised
intes & systers for the reprnduction of the Ishour force. Distractions
st tiog contdin anything which is contained in work, Distrecrions,
in the interest of production, are commitved o pon-production.
Naparally, it is nos this that ome can create 2 style of life which forms
stnigne and eoherent whole. And this cannot be putdown to the fact
that art is drageed into the productive precess, buat to the fact that
it iz inenmplersly involved in the prodictive process snd that it must
greate ant istand of ‘nonsprodaction’. The toan who buys 4 ticket
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wransforms himself in front of the screen into an idier and ao ex-

ploiter [Aushenter), Since boory {Beute) is placed within bim hewe

e 45 a3 In were » wictim of ie-plodtation {Binbewtung). [XVITE, 16917
o his article in Screen 15, 2 {1974), Roland Barthes suggests that
revolutionary artists such as Eisenstein and Brecht must, of
necessity, remain within the waorld of representation. Barthes
throiighout his artiele uges the structure of fetishism as his model
For the striceure of representation. Stephen Heath’s article in the
same issue investigates this comparison st length but it might
be nseful to indicate briefly the Importance of the concept of
fetishism. The fetish is that ohject which places the subject in
A position of security outside of that verrifying area i difference
opened up by the perception of the mother's non-possession of
the phallus, Although most popular acconnts of fetishism con-
centrate on the fetishised obiects, it is exemplary for Barthesasa
structure which bolds both subject and obiect in place ~ itisthe
fetish abowe sl that holds the subjoct in position. What is essen-
tial ta Barthes's argurment is the idea that the subject mast slways
be the same — caught in the same position wis-2-vis the world
Within this view a revalutionary work of art can deno mare than
provide a corvect representation [provided by the Party] of the
world, Tt miay be helphul to attain this goal tosubwvert the position
of the subject so that his acceptance of the new representation
is facilitared but finslly the revolutionary srtist is committed
{eondemned) to the world of representation.

Within the framewark [ have construsted in this article one
cotld say that the revolutionary artist may practice cerfain stzat-
egiesof subversion but rmust finally content himself with the pro-
duction of s progressive realist text. The question Dwant to raise
hete, and it must be emphasised that it can only be raised, is the
possibility of another activity which rather than the simple sub-

wersion of the sublect or the representation of different {and cor-

recth identitics, would consist of the displacemesnt of the subject
within ideology — 2 different constitution of the subject. It has
heen aeotpted, particularly over the last ten vears in Prance, that
thie subject 18 the crucial concept for a Marxdst theory of ideology
~ a theory which would attempt 10 explain the nop-coscive
ways in which thecapitalist mode of production ensures the re-
production of labour power and wonld alse atternpt to farnish
gaidelines for the praciical casks in the question of changing
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idenlogy ~ the whale problem of the coltural révolution. One

of the difficulties of using the subject as such 4 key term is that
it 15 an ideslogical notion which is willy-nilly transformed inta
a deseriptive selentific coneept. The subdect - thar which
under-lies experience ~ s 8 production, very largely, of modern
European philosophy from Descartes to its most sophisticated
artlculation in the philosophers of German Keatism,

The main problens fscing anyone wishing to articnlate a theory
of film with & Marxize theory of ideclogy is that by and large no
such Marxise theory exises. Marx never really returped to the
subject after 1846 and none of the other great Muarxist thear-

“eticians fwith the possible exception of Gramsci] have found the
time to dovote themselves to the problem. In many ways the
starting point of any such investigstion must be Lonis Althusser's
eszay on the wpic cotitled ‘Ideology and ideological state ap-
patatuses [Motes towards an investigation)’ [1971). In this essay
Althusser purs forward and defends che thesis that idealogy has
o history. By this be does not mean thar specific ideclogies do
not have a history involving both internal and external factoes
hut that the very form of ideology is always the same. Althusser
argues that the central and unvarying feature of ideolnpy s chat
it sepresents the lnnapinary relationship of ﬁ&&mm&w tortheir real
conditions of existence, Ideology is always 'imaginary’ becanse
these repregentations place the subject in w&;ﬁa Ewﬁ gockety,
In other words ideology always has a place for a founding somirce
ovatside the real artioulations.

Hefore discussing this thesis directly there are two preli
points that must be made, which while they donot touch directly
on the thesis need fo be borne in mind when discussing it. The
first, which 1 have slready touched on, is that the subject is an
ideotogical notion. Morcover, it is an ideclogicel notion which is
thed very closely to the rise of the bourgeoisie. It would be out-
side the scape of this artiele snd beyond the author's competence
to trace the evolurion of this notion with any precision. Sufficeto
say that Cartesfan philosophy, Mewtonian physics and the gram-
mar of Port-Boysl all involve very precisely that notion of a
unified subject of experience and that the birth of this sotion in
the seventeenth century suggests very important links with the
growing ceonmmic and politicel domination of the Furopean
bourgesisie — the works of Locke provide perhaps the most
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obwvicus example of the need for this category of subject in the
fastification both of the new science and the new civil order.™
All this simply by way of & warning of the difficulties of dealing
with the potion of the sibjeet.

Secondly it is necessary 10 vealies what an important break
Althusser's thesis marks with certain methods of Hegelianising
Marx. For Althusser is concerned to attack that view which,
seeing Weology as ‘merely” illusory, holds out the promise &ﬁ
the victorious conclusion to the class strugple will resalt in the
arrival of the new and true ideology which will correspond to the
real. This view mepely incamares the Hegelian version that heing
and consciousness will finally coineide within a siteple view of
the end of class seraggle. I s the pralerariar that will realise the
besutiful dream of the real becoming rational and the rational
becoming resl. Whatever reservations one may have abouwst
Althusser's thesis, it is important that they do not invalve a slip-
pitig back into such a Hegelion model with all the lack of contra-
diction and struggle that it implies.

Toreturn, however, directly to Althusser's thesis, B seemsan
inevitable result of this thesis that art can be allotted no specific
field of action ather than its effects on the content of ideology.
As such art remains frmly within the realin of ideology, being
simply one of a number of internal factors within the evolution
of idealogies. This ix, of comese, guite compatible with classical
Marxist positions on art, but vadivional Marxist thought has
often folt itself embartassed by this simple lumplog of drt inte
ideolopy — one of the mest famous sxamples of such an embar
rassment is Mark's own atrernpt to deal with the problem of
Greek art. There is, however, another way in which this problem
can he spproacked and it is suggested by Brecht's remark on the
position of the spectator in the cinema (guoted at the wﬁmﬁﬁﬁw
of this section) and by much of Brecht's theary and practice. Here
one would have todeny both Althusser's (and Marx's) thesis that
ideology has no history and at the same time delimit a special area
of activity which is neither that of science nor that of ideclogy.
This activity might be characterised by its abilisy sctually 10
weork an and rransform the very form of ideclogy -~ tochange the
position of the subject within ideolagy.

What Brecht sugpests in his comments on the spectator in the
sinerna is that the very position offered to the spectator is one
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that guarsntees the necessary re-production of labour powes. It
is the cinemma's ahility w place the speetator in the position of
& unified subject that ensures the contradiction between his
waorking sctiviey which is productive and the leisure activity in
which he is constantly placed as consumer. Althusser makes the
very lenportant peint in his essay that ideslogy is not a question
of deas n@mﬁﬁﬁm in wnammﬁ s heads but is inseribed in certain
materia] practices. The reactionary practice of the cinema is that
which involves this petrificstion of the spectator in o position of
pueudo-domingnce offered by the metalangnage. This mets-
language, resolving as it does all contradictions, places the
spectator ontside the realm of contradiction snd of action ~ out-
side of production.

Twe films which suggest & way of combating this dominance
of the metalanguage, without falling Bto an agnostic position vis-
i-wis all discourses [which would be the extreme of & subversive
rimeme — intent merely on disrapting any position of the sub-
jeeth are Kuhle Wampe |the fiten in which Brecht participared]
and Godard.-Corln's Towut Va Bien, In both filoes the narrative is
in 1o way privileged as against che characiers. Rather the narma-
tive serves simply as the method by which various situations can
be articulated together, The vmphasis is on the particular scenes
and the koowledpe that can be gained from them rather than the
providiag of a kaowledge which requires no farther wnﬁﬁﬁw -
which just i there om the screen. Indeed the presentation of the
individual's discoprses is never siripped away from the character's
aetions but is involved in them, Whether it is a guestion of the
petiv-bourgeols and the workers mmmﬁﬁmm the waste of coffee in
the 5-Boehn or the various monologues in Tout Vo Bisn ~ itis
not a question of the discourses being presented a2s pure truth
content which can be messured against the truth provided by the
£ilm. Rather the discourses are caught upin certain modes of life
which are Hoked o the place of the agent in the productive
process, The n@w&%&n& workers know thiat waste is an inevi-
table part of the capiealist process because they experience it
every day in their search for work. Equally the workers in the
meat factory know that the class strugple ianot finished for they
experience the mﬂumnwgmam of their labowr in such concrete
dotails as the time that is allowed them 1o go to the tollet. The
film does ot provide this knowledge ready-made in s dominam
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discourse but in the contradictions offered, the reader has to
produce a meaning for the film {it is quite abvious in filuns of this
sort that the meaning produced will depend an the class-positions
of the reader). Bt isthis emphasis on the reader as producer {more
ohvions in Towt Va Bien which 12 in many wavs more Brechiisn
than Kuhle Wampe] which suggests that these [ilms do not just
offer a ditherent represencation for the subject but a different set
of relations to both the fictional material and "reality’.

Very briefly this change could be characterised as the intro-
duction of time [history] into the wery area of representation so
that it is incloded within it. It is mo sccident that both Blms end
with this same emphasis on time and its concomitant change.
'But who will change the warld’ (Kuble Wampe] ~ "We must
legrn tolive historically’ { Tout Va Bien] - this emphasis on time
gnd change embodied both within the film and in the posidon
offered to the resder sugeests that a revolutiomary socialist
idenlogy might be different in forem as well as content. It also
throws into doubt Barthes®s thesis that revolationary arg is finally
caught in the same space of representation that has persisted for
2,000 years in the West. This monolithic conception of represen-
{ation Hmunnnm the fact that post-Binsteinian physics offers a
eomeeption of representation in which both subjeot and ohjectare
no longer caught in Hxed positions but caught up in time.

It moighe be thonght that this possibility of change, of trans-
formation - it short, of production - built into the subject-
ohbiect relation Hiﬁnw conld no longer be characterised in this
simple fashion} simply reduplicates the Hegelian error of final
reconeiliation berween the ordersof being and comsoiousness. But
this is not 5o in so far a5 this possibility of change built into the
relation dogs oot imply the inevitable unfolding of a apecific
serics of changes but simply the possibility of change — an ares
of possible transformations contained withis the relation.

It seems that some such scoount must be offered if one wishes
o allow the possibilivy of a revolurionary art, Otherwise it seems
inevitable that 4t can simply be progressive or subversive and
Brecht's whole practice would be 3 marriage of the two, In which
subversive effects were mechanicslly used simply to aid the
acceptanee of the progresaive comtent of his wook.
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A defindte category: seactionazy an

It is ourmetaphysicians of the press, our partisans of ‘art” who wouid
like more emphests on fate” in homan processes. Fora long tiawe pow
fate, whichwas niee 4 sublime notion, hes been nothing move than
s mediocrereeeived idea: by reconciling himself to his condition, man
arrives st that 9o longed for “transfiguration’ and 'interiorisation’, It
ts equally & pure potion of the class straggle: one class ‘determings’

the fate of the other, RVIT, Y6570

mwmmmwmwﬁmwﬁn ﬂ@ m_m Rnﬁﬁﬁm uh&nm@mﬁﬁﬂmm?nwﬁﬁww%
has been at work since the beginning of the Cold War, is to see
him a3 a sagizist ridiculing his contemperary society and the
excesses of nmwmmwﬁmm and fasciswn. This approsch negates the
productive slement in Brecht's work and turns the techniques
for the production of alienstion effects into pure narcissistic
stgnials of ant Yintellectual” work of "art”, A very typical example
of this vulgarisation and de-politicisation of Brecht can be seen
in Lindsay Anderson’s O Lucky Man! An explicitly Brochtian
film ~ the loosely connected scenes are counter-pointed by the
Alan Price songs — the film pretends to offer a tablesu of England
in 1973 much as Tout Vo Bisp avtempes to offer & tabledn of
France in 1972, But whereas in the Prench filmn the tableauy are
wsed ro reflect the contradictions within the soclety - the
differene artipulations of reality = in the Eoglish film the
tableaux are all used to express a stsrentyped reality of England
which the spectator is invited to enjoy from his superior position.
The scenes may seem o be dominant over the reality reveated
by the narrative but g3 the film progresses along its endless
development it becomes obvious that the marrative simply con-
firmes the cvident truths which are offered to us on the screen.
And these truths turn out to be that endless message of the re-
artionary petit-bourgecis intellecmal ~ that we can donothing
againat the relentless and evil progress of society {runasicis by
a bunch of smadpotent capitalises with the movality of gangsters)
EXCEPE DOLe HiaT mﬁﬂ%m&@ to it. A longer analysis of the film
ﬁﬁwﬁ well be inorder were fenot for the fact that Walter Benjamin
had already weitten the definitkve critigue of this particalarly
impoverished arvistic serategy. Tt is perhaps 2 testament to the
paucity of patit-hourgeois imagination in the era of monopoly
eapitalism that what Benjamin wrote forty years ago about the
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satirical poet Erich Kastner (1974)1can be applied wiord for word
to O Lucky KMon!

Motes

1. 5 p. 93, P explemation of snnwtation used for Brecht's works soe note 2.

. H the qustatinecis fron Brecler thea § slvaphy pive the valume and poge maenbet
of theGegnan edition [1967) in the text and the French page pumbers which
are taken from the solames pubiished tn 1970 as Sui-le Rialistie |50 and
Bur fx Cindma JBCE in the footnotes, 1 the plece was Inchuded dn the
transbatiens of Brechs in isue 84 of Mew Lo Bevipsethen § odd 2 chizd Higure
after the dnitiels MEE.

3. 5B p. 0, MLR p45.

4. 88 p. T7.

5. SR pp. 99~ 100, NLE p. 45

& ST 25

7. Ecreem £33, Auturmn 1972

B. SR £ 301, NLR p.47.

2 8C op. 1783,

14, Thisprecise Iocatingof the notion of the subjsct in the sevententh centary
carr, oof conaese, be comtested. Alithussez, himiself, e cxmmples frem the
Chrissian anﬂ.mman ardf from the Pentatench which acconds with his view of
the éategory of the Eamnﬁﬁﬂﬂqﬁm withinideslogy. AHE wish o indlzaze
in this paseage ie thuat it in now alrriomes ot the category of tersahjeer can be
aszd with the degree of confidence that Althusser sssumes.
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