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Tha Lasson of tha Marquis

"We rust alwvays return to Sade,” Fandalnire remarked, “"in order
to explain evil." Ve may also return to Sads in order to scrutinize
the very ldea of evil, or of crime, or of bls sphemy. Sads for
PFumeol repressnta not vice Wt a form of principled pathology, a
refusal of all 11lusions about the ruthless propensities of
humankind. Sade is a phidosophear, not a pornographer. In pornography,

Boruel remarks, Flerre Louys, for example, in Trois Filles de leur mere,

leaves Sade standing; or panting perhaps,

Sada is the perfect ntheist, close encugh to belief to be enraged
by it, and the sickening anties of his characters celebrate the death

of a God who may be reborn nt any mimte, The repatitive cruelties

in Sade's work, all the remorseless mounting mnd eoupling and gprabtbing

and plercing and drenching and worss, are gigns of an immense licence,

daclare the freedom of a world which will not be Judged, It has bean




plmisibly arroed that Sade must beliave in the God he so persistently

outraras. Dot it is more likely that he is afraid the rest of us will

foably return to our faith, Certainly he seeks to remind himself, and

has backsliding readers, that he doas not believe; doas notneed to, for

there is nothing to bollove in. Hi=s suthentle passion, ms Emurice Blanchot
snys, is not lust or pain btut a furlous hatred for this sbollshed God, OF

as Seda himself pat it: "The notlon of God 1s the ome fault I eannot

forpive in man."

Tt 4= in this frame of mind that Sade, persuasively played by Miched
' ¥ Plaj X

Mecoll, appears in The Milky Vaw, reciting assorted lines eulled from

Jus ! - A plous maitre d'hotel in contemporary

i —

Fronce asserts that athelsts are all either erazy or i=mposlors,nnd the
fi1m instantly transports us to ama eighteanth century dungeon ¥hara Spdae,
elegant and muthoritative, refutes and returns the charges.
Ts thers a single religion which doas not bear the ermblem
of imposture and stupldityT... This God which you forge for
yourself is only a stupid droam found only in tho hoads of
madmon..s He i# a phantem imvented by the wickednass of mon...

o, Theress, no, There is no God, lHature is sufficlent unto
herself... Ah, if your God exists, how I hate himl

Theroses, however, in chains on a bed of straw, and still bleeding
from the marquis! ministrations, is the camera's answer to Sade, & coem,
suffaring creature rather than an abstract body made of words, GShe lifts
her hoad and orlss dafiantly, "Yes, God existsl" Sade turns and advances
menacingly towards hor, and us, and the scems ends. In.a further shot,

seripted tut not fllmed, Sade closes the deor and begins to undress, inflamed




and virtua, The shot would enly have shown what
e now lmagls 1y n any ovent wo have sean what we wore Fupposed to
anap 5 Lampting ph sophy and a vietim of what that philesophy
permits,
God exists } 11, but & ry And thot the
Irquisition, which n d elsewhere in the seme film, indond appears in the
samo collnr vhere Sade has strutted and spoken, did notk have = monopoly

on dungesons and torburae.

Agked who his favourits muthors are, “umel asmmors with a speed which
doas not inspire perfect confidence: Sacde, Engels and Fabre, Scmetimes,
depanding on how he feels and who is asklng, he substitutes Freud for Fngalsag
swops soclaty for the unconscious. There is mischlaf in these answers, of
course, nnd a form of intelloctual stylishness. They are a 1ittle too

manifestly the right answers, markers on the map of Bumel's mental world,

For all that, we should not disregard them. I shall® lsave Engels and
Froud for latsr, and say somothing now about Sade and Fabra - the latter
being the muthor of the engrossing and wonderfully written Memerles of an

work
Fntomologist, which I mentloned in the previous chapter) the one kmmk, Pume)

says, which daserves to survive the most rigourous book burning, eftsr even

tho Gospels and Don Ouixots have hit the flames. Pumal has bean

influenced by thess men, but influence 1s not really the point, since
material which is constantly modified and rearranged in the mind and on

film bacomes something olser a habit for Burmel, and a clue for us,




'y 4n tho? film Robinson Cruses
= Af God, having given va our freedom,
hy 1s ho so angry when we fall, didn'+ ha
this 18 a Joking allusion, a whifl of
But whon Bumiel himself in
lonth, takes up the arpument of ths

an, we oan hardly say that the

e

* that hls cheorful courape is a plaglarism,.
5

ng =an says, "has never held tarrors for me."

in and disappear for ever doos not ssem to me horrible M

"Look," Pumel snid in the same interview with Francico Arande, M"if

i 1 ¥

my best frlond, leng dend, wore to appear to me, touch my ear with his
fingors and burn it instantameensly, I would =t111 not balieve he cema
Troem Hall, Hor would I baliove as n result olther in Geod or tha
Immnoalate Conceptlon, or that the Virgin could help me in examinations,
I would only think: 'Luis, here you have another mystery which you don't

understand,'” God himself, Sade's dying man snys, meeds to bo explained

and is the explanation of nothing, and we rend twice in Philosephy in the

Badroom that men will not ba happler x "for ncknowledging as a canse of

vhat they do not underatand, something they understand even less.v

There is a fime comle example of such tolerance for mystery in

Fobinson Crusnos, Crusoats cat, without any sign of a mate on the island,

manages to produce a litter of kittens. Crusoe looks inquiringly at his
dog Rex, tut Rex seems innocent enouph, and biology, in tha form of the

perfloctly ordinary kKittens, is on his sids. Crusos abandons tha

pazele and mildly remarks, in volece—over narrative, "Thore wore mAnY




is true that Fabre plaso of farad Frrasal

ignorance wo carnot plter. Spvalr ipnorer

he cliff whore Imowledge fails,

do certaln insecets prefor dried sheep

. = -

frosh stuffl available? "Thore are", Fabre
in the werld," "Exeprement rocorves for us

ny of which wa should not find the aquivalent on n

then, polnts of raferance rether
ponea that i@ can éee Sadse

1 Apay Torms of shorthand

“Acocopt thase pages," Jules Janin wrote of a blography of Sada, “a=
in natural history ona accepts a monograph on scorpions or toads,.."
The Goldan Ave boring with a study of scorplons and onds with an allusion

to 120 Days of fodom. The scorplons are mdomrdly photographdd, in the
p

manner of a dondpan, smateurlish decumentary = & reflection of Pumiselis
inoxporionce, I suspact, rather than the "eonsoclous nagliponcoe® praised

by Roman Jakobson. They inhabit the hot, dry, rocky world which recurs

LR S R L L A

] Bl E mu i T W i boge """'";‘
g0 froquently in Purmuel's filmsy , They fipght and scurry about) are plcked =—-
AL P L P
up and examined, Ve see a palr of pincers and an articulated tail in .- s
Crdacs d)
tight close-up., There 1s moro fighting among the scorplons, and the

Pl e, e

vietor then defends itsolf against a rat (played by an unfortunate hamstar).




the seorplony tumbles

intarsparad with thesa

i i & - :
ATAacnrLoR 1 oand

=

rnolent world, Tha tnil
tic jolntE... Friend of the
18 to escapa from the plaro
¢ 1t ajects the intruder
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nis rascally friends, stagper out of

orgy over, thelr wictims nnd assistante
presumably nll dens 7 £irl then appoars at the door, terrifiad
and uwnacecuntably still alive The dule returns and pently escorts her
back into the castle, closing tha door bohind him, Thern iz a =ilonca:
n mddan SCrofm, Tha duke reappears, having somehew losth his baard
and moustache in the course of this bt of housekeeping, and rejoins

hia friends, he dulm, 1t must be added, hes the dress and hairdo

and simpering smlle ordinardily wornm by Christ in comventional repressntations,

One point of 21l this is that in splte of the f1lm's trouhla eavents
and reckloss shifts of scemo, wo have not 1aft the world of scorplons,
nnd therefore should mat be surprisad to find oursalwesz in the world of
“ade. Sada 1s tho scorplon of the human realm, emitter of a polson which,
vhataver tha cost, will eure us of lies, "Wa must attack polson with
poleom,” Pumiel wrots in an oarly review#, "and film with film," Scorplons

are the Sades of natural history, extrems instances of a aruel self-

allagiance, To love ome's noighbour as oneself, Sade says, is "in




ramatio af I we noking 4t sound, and
not symboles. They are scorplonsy well,
levertheless, these implications are thers, and

iz "naturnl man”, Bmudoleire said: and the soorplons

Sade himeelf, in Fhilesophy in the Fedroor, spole of &

——— i i—

which has not beon "degraded by elvilization”, and the

phrace has a strdking relovance to The Golden lApe, wlth 1ts mordant views

of 11fe in cocloty as n form of ta=e and shemefel surrernder to corvention.

The Due do Hlang scoundrel, mrderor and monstar, lsx at least, as

Stendhal might heve said, not a hypoerite, end Pumel's giving him ths
annere end costumoe of Chrdst highlights the deceptlons we

Blanpls kllls and madms for hiz own grim pleasure. Christisnity

klllsx andz malns while oleicing to te kind, The Golden Age conjures up

Sade for us, ut it also nllows us to henr, in the distance, the bittar
laugher of lietzsche. "What? Is mean serely o mistale of God's, or is

God marely a mietake of man?®

In spita of the overt allusion to 120 Daye, Puminl’sz Sade is not
| ——— e, W

really the tireless imvontor of excesses represented by that beook,
Thore is a difference botweon the Sade who elalms that no prompting
of llaturo's can bo a erime, and the Sades vho scours his mind for
tagtes and fantasles that will exhauset the very notion of Fature.

There 1= no extravagance, he enys in Philorephy An the Badroom, which

intore Ydoos not acknowledge as her own." Haybe. Sade at his




evarything he can to find a few,

is elosar to the mmenlem of tha lilalersa of tha Prlas

thn inr Han. The dylng man repents, not of hils errors and vl

af not haring yisldad often enough to tha passlons placed in him

Kekture, "a much diviner inspiration” than the God prlasad by &

#Y repant no having acknowledped har cmnipotsnce ns fully as I

" did zometimes resist hepr, I repant 1t." [He sponds his
last hours in the arms of "six women lovelisr than the light of day."
The plrest too finds the arms of thase women more apponling than his
own arrurents, and bacomas "one whom Nature has corrupted, nll because ho
had not sueseaded in explaining what m corrupt mature ie," This dialoque
Freddy Buaches sugpests, 1s to Pumel what ths Pansesas of Pascnl are to
Robart Brasson, mnd Ootavio Paz points out a elear nlluslion to the
dinlofue in Nazarin. A woman dying of the plagua rejects tho pronmisce
of haaven for the prosence of the man sha loves =  "Hot hanvon," she

thea pij’n:.--l'r. Hazarin

mirmrs, "Juan" = and ¥xexkim on the threshold of her housoa/roallzes

for the first time the possible irrelevance of hls calllng. "I have

fallad," ho =ays with a mixture of humility and wounded pride.

There are many other traces of Sade in Bnmel's films, The police

lectuper in The Phantom of Iibarty cites Hargaret Yead - "I repeat:

Mead, M,F,A;D" = tut appears rather to be paraphrasing Fhilesophy

T
aop

in the Bedroom on the relativity of customs. '"We pre .2ll barbarlans for

someona,” he says, sn echo of Dolmmnce's clalm that virtus and vice are
morely "local ideas". Pumel's playful extenslon of this thought 1= a

world where shame is attached to eating, and wheore poopla get together




cake mamh]
pigyed togathe:

1von messe 1t was not mp

3 s

dilsaeppears benoath the cofflin, Thera

e - ¥ | =

stery told in 120 Days about a certzin duks
ba cepd whilles he B2 ni:_'.'::l_n_"_ps. what he lnerirss
1 body, dreaning of the plensure the
sueh benuty mis iaveo had. imony the llstomnmrs

charncter vho

har dord,

But this memory, if it is a memory, finally serves to illustrate

the differences between Sade and Pumuel, which are many. I mean to

suggest, that 1=, not only that Bumiel has made certain asspects of
Sada's thought his own, tut that other femturesz of Pumel's work are

virtually the reverse of what we find in Sade.

ihere 15 the matter of toma, to begin with, Wa meat an acld
amour in Sade, a form sarcasmi tut any comedy we may see in the
sexual acrobatlics of his characters 1s plainly unintended. Bumel,
on the other hand, finds ldiesynorasy Just as amusing as placid
normality, and there is almost always a touch of turlecque in his

allusions to Sade. The duke 4in Bslle de jour, for exmmpln, appears




earryin
camera on a trlpod; A portroit of the porvort nas
Wnem he mirmaers hls novw ldra=s to his doughtar!:

valot Interrupts sitl

veur cata," Thesa cnts

ll‘.:..: 1 '-'-"'r:i':". I ".1:; al .'J o o J'“:_.:.ll._.,_. e

goena with the duke mey be the imvertion of the heroina's,
cats, heard elsowhare on tl indtrack of the film, =may have crept in

rom another reglon of hor unconsciecus. But no amount of explanntion

5

rlll dimindsh the immadlante comiec effect of t i

ol
tha cnta? threatamnd

Horoover; Pumiel's maanings are often cquite different from Sadels,

Although the duke appears to combine, like tho characters in 120 'y

incest with mecrophllia; thore is really only passionats, imnrinnr
incest = doubly imaginary, becmise it dossn't tale plece, and becouse
the herdines is not his daupghtar, Bumiel's necrophiliscs pro Interestsd

not in death mnd mrdor, tut the reverse: tho deletion of death, mecular

resurrection. The duke presumably loved hiz dmophter vwhlle sha wa=

aliveg he doas not leve hor boocmire sha 1s dond. There i= thus,

atrictly speoking, ne Pumel himsalf once sald to me, no nocrophilia
in his films. "lell, thers is mocrophllia, of course, " ho correcta
himsalf. Mit mainly there are desporats peopls baffled and maddenod

by donth's finelity.




i varslon of Huthorine lnlghts,

e S R

alter his lova, Tha

cannat move frealy,

for such exorcloe:

s oy
b1
ey

ko frachira, But tho

ironta's vision: lowve 14w

: particulay atmozpharlics,

polics recelvas a

a smilins and modornized scho of
Cathy's heunting of eliff, and a joka which recalls tha dule’s tripod

in Belle da jour, Tha doad, 1ike the dewviant, lesp up with technology.

Tha sister offors to explain to har brother "the true mystery of death® AT
ha will meat her in the famlily vamlt, a place which turns out to bear a

etriking formal rosamblanca to the toab ln Bumel's Watherinr Helrhisi

coffins ranged along the sldes, narrow stalrs at thoe back of the frame,.

The police chief finds a dangling talophons and a long tress of dark halr

ovarflowing from a closed casket. He attacks the 1id with n crowbar he
has brought along, Wt is arrestsed for vandalism tefore any socreots are

disclozad to him,




hie nieco o put on his dend wifats

nisca and plans har

Don Jalmats
18 18 an attespt to
contimea whxeemamk the uneontlimiable, And than evan this chapnde
. |

y aff by h fear and serupla: I shall return Yo this sabject,

want to note that death itself, for Sumiel, 1z abowe

ha Phantom of Libapty 13 fall of images cnrrying thls sagpestlon:

cancar, o snlpor, o Rabokowlnn narrative whlch koeps slmply turning Lts
attontion alzewharo, clipping storiss short by leaving them behlind. It

is btecmuse he soos llfe itsalf as discontlmious and ‘death as an intrusion
that Guruel 1s so lntarested in resurrectlon, in cancollations of the frontier
batwoean death anfl 11fa; Coneluslons can®™t be undons; Lt broken thropds
lock as if they could be ploked up. Thera is nothing relipious in this
intarest, simply an attontlon to the fact that death is not only

irrealstlbls; but glso unimaginabla, The people we care about cannot

dis; ati® loast not imediately; ocur affectlon rejects the evidences And

vat thay do dle, and our desire to dery thelr absence yesults only in

buffoonery and further pain.

Bumiel's departure from Sado is clearest, I think, in the most

ineidious and haunting of his allusions to the marquis, The protagonist




of Thin Strange Panalon, exhanatad by the thought of the Ainfidelitias

he quite mistalenly nttributos toh his wvife, decides to close the

framas for uve g lorpe moedla = "tha

The camora
=ctiandmrernoed dear to Pumel's horoes", as Jeogues
rgth of thisk thread, o ball of cotton wool. Thae man

ly on & troy and now sets off for his

irl
wifals badyroom, Ho ties her to the bed, btut she wmlma up and sereams
afora | nn get ony Dorther with his plan, Merolfully for us (to eny
nothing of the wife), slrce the close-up of the meedle ard thread was

than enough = more excruciating in its horrible promise

alrondy more
Roland Berthes=, commanting

* poenas 1n Sada, noles the regular mention of "a larpe neddleh

and "a heavy waxed thread" (FPhllosophy in the Dedroonm), of a "long needla”

and "a stout wasxed thraady {Eu-:_'*il':l, of "half an ell of thieck waxsd thresdr
(120 Days). "Metoraymy," Barthes writes, "is the sure read to horrer:i the
Instrusant 18 wore dorelbls than the tortura,t In materinl rerlity the

torture and the instrument can hardly be seporated. In & novel or a movie

the instyurent doos usually spoak more forcefully than the act, which easily

topples into comle-btook nastimess, ms indeed it frequently does in Sadm.
Hatonymy, wo may ndd, in the form of symsedoche, is & major feature of the
langunge of £ilmi 1solated faces and chisets represent wke in concantrated
form whole worlds of which they are a part, "It is the cimoma's fundamantal

mathod", Jakobson says, "for transforming things into signs.n

But of course tho Instrument is terrible here because of the partionlar
torture it anncunces. "Among all the torments ienginad by Sads,” Barthes

eays, "only ore is disturbing: that which conslsts of sewing up the ams




Zada are chiefly g mattor

puffared or inflicted = a mon likes to hovo hile anos okltsh

then unstiiched, ona of Juatine’s tormantors Bows up har vaglin

ams 56 thnt he can hreank hroads panatrating hor -

matisar belng sanled into the body syphilis in Philosophy in
. LT e L U

A mouse in ona of tha last torturos af 120 Davs,
= b,

i gpeal:s of a sacond n, compoundine tha

relsgnting the body of tho vietim to "a licho cutsidsa seomnlity,"

This is Juet wvhat the protagonist of This Strenre Pnsclian has in mind

id ad=d »

3'e paln would no doubt glve him nsera, btut it iz not his
chiail objective, and ho dossn't wvant to Weep anything 1n, he wanis to
koap a horda of Imaginnry mon out. His drean iz a chastity beli writton
into the flesh, porfeot protection for the obacsure objesct of othors!?
dasire, It is worth noting that the mituatlon also appoars in roversa

in another Pamiel film, In That Ohscure Chleet of Daslire it is the

woman whom chooses to woar n chastity balt, and whan a place of torn
linen is sown togethar at the end of the fllm we think not of a vazina
tut a hymon: parlty broken only to te mendod, mendad only in order to
torment the man who thought he possossad 1t., Pumel himself elaims

to have beon thinklng of nothling at all in this scona, epnd now regrots

having introduced tha torn and sevm linon bocouse it locks so syrkolie,




CLTIEF RN IOt

Henr ann se37ls

The conflation of Sade and Fabre in Fumel's work, the meeting of
the nateralist and $he epologist of mature, produces a pense of Lhe
world which balonge properly io no ithor fipure tnt orly to the films,
mmal iz enourh of & mishelsf=malker to want to sugpest, with Sada,
thet naturs ean't be wrong, enough of an entomologist to urge thet
nature, right or wrong, is what there is. The rerult is an implication
not that nature will save us, that wo have only tl shalke off the shackles
of a rottan eivilization in order to eéntsyr "p dnzcling mew world", ns

flonry Miller hopefully put 4it, btut that civilizatlon can o scared and

questionaed by the simplest referonce to anything, scorplons or sexuality,

that is urmistaksbly natural. Bumel's concern,though, is the yuestionsd

civilizntion rather than porseverlng nature,

Tho imege of Bumel as & studont of inseets is o reviover!s elicha,

and Pumuel himaelf uses it fairly froquently, quite apart from his




harn of B 4s S arosts ma in tha

n nnpphalos mosquite, et Bumial tald Andra
mosquite itself, besror of malardn, appoars

8 in lLand Witheot Frocd: on the photopraphed

R s e

nostract dingrem necompanyine a verhal poaount |
afterimrds in a chort of a trembling pensant eofferine

A hunan record of tha insect's dirnstrous PABERRSD ,

Chorpotore 1 Fhanton of Libar yand Wather!ns Halrhts B

e — —

eollesotors of insects, and Pumiel reralre of & partimlorly
proaposgassinex spider In the Eecond of those Tilmz that

the best notress ha has ever worked with,.

Put 1t is important 4o rtand what a1l this nn letory
REANS § Baminl likes insocts and arachnids, and 1s w1l informed

sbout them, Put he knows that most people don't cere for them, lmows

how to use insects as p sign, A gplder, or a scorplon, reflocts a

eathelis curlosity - no creature,lumsn or othorwize, 15 to be

excludad from our stady becamse we don't faney its looks or the
nssocintions it earries with it. But Bumel, like Sade, also
means to provoks ue, counts on eur shivers at the sight of soms of
natuira's lese charming dalapatas,
hi=

Cetavie Pnrz, in mm wonderful essay on Maszerin, writes of the
silonce of Pumel's filme, their yefesal to declare themselves
on the toples they repeatodly ppproach:

I don't know if Pumiel is closer to Spda or to

Renssanu) it 1= probable that they quarrel with each
other in hds mind., Vhatever his beliafs are on this




that petthor Spdals pnswer nor Boussamls
Hoatlconons, timldlity or dladalin, hls
thema to dlisturb uss And 1 AT
to offear yersion of the nnswars of
coons pood becnuse clvilization is
ipponrs to bo evil beconse of tho weight of
= hin most comslatont atltude is that of
nnewers Are promature, In this; porhapsy Fabre
of the unknoveble eclipzes both Eade and Rouscesn, Bornie]
iz, or vhat it 4s for. Vhat is disturbing in
nllinnce of an oxtraordinary pationse with o llterally
rhoeking modanty, Can .1 ¢ replly heve devoted a diseliplined 1lfe to

the alaboration of metieulous Tilmsecapes without having anything to

[y

sry? Tha cn=o wemld be virtually vndquoe,

Pumel's modesty in this respect i3 not to be canfused with reutrallty
or inifforancn, Nor 18 4% A tactils, Bumal is not hiding Wls hand,
1iks Flmubort, so that we shall admire all the more the unseen architact,
ind of course wo mist not concluda that a film which eays nothing maans
nothing, Pomel's £ilms mean a grent deal,and may be read in nny mumber
of wvays = wall, in & large mmber of wmys. But the shsence of saying
romaine disconcortineg. Ve look in valn,and somatimes with dyrdtation,

for Mumiel's recorsendations or sndorsoments. Vhere is haet

Caldmes is s word that is often vead of Pumel's work, end I'm not

sure wo whould rush to rejeot 4t, HT dotest human society," o bankey
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another name for the modasty I hawve deserited, and

making larpe cleims for Fomalls smreth,

the common denominator of Bumel, Ramoir and Ford

irman, Bomel's producer, asksd an interriswsr,
xt 17 the most impertant thing." Silboerman's affection
for his friend sponks eloquently here, tut it's hard to imaszine a more

gerlmis slsrapresonntlion of that friandts WOTK . Mimal's virtuas are

pracicaly vhnt separate him from Ford and Renolr. The haro of Tha

Goldan Ame, in a pesture which makes W C Fields look 1ike Santa Claus,
kleks ovor a blind man in ordor to beat him to a taxi. Francisco Aranda
ean't roslst the attompt to sat the record straight, and reminds ve of
Bumuel's earlier charitabls work on bahalf of the btlind., Thore is
gomothlng very funny about these bids for ethical rescue; sven though
Bamol coccasionzlly dabbles in them him=alf, He w11l in=ist that he is

not himeelfl a sndlst, or a psychopath, or a fatishist, Well, ha's not,

tut relither are his £ilms,
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acannact thaza vords wrltd
ich evamk tha most ensunl obhEarrer eannot ni

the mirdarous Jalbo in The Youne nnd tha
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Virldienat Tha man whoe cuts opon a womrn's ave

The Tlighty protagonists of Tha Sxtapwinatine
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Charm of tha Bmurfoolsing Tristann, as she
-

pretands to summon p doctor Tor her tusband, and

man dis, gasping, unalded?

Hfumel doas somothing bettor than lovine Lis aharastars, Ha posnacts

them as they are, untouched by prograrmes or praconaaptions op

squeamishness, This respect 1s not infallible, and whan 1t falls,

it? fails with women. Viridiana, for exnmpln, i3 nilleriad rathar
than obsarved, and the two pirls who make up A singla eharacter in

That Cbscure Obiect of Dasire ara compourded into m Fan-aatinr man=tar,
" P

Put a capaclious, uninterfering respect 1s Euruells usual relation to




e plvildestion has
t is a virtue, not n viea,"

o refl rirht of possecslon over such=and-mich a
Incontostabla wichie ta the enjayment of herg
from her this enjoyment, if she refuses
Ry b,

rorarnar

naorrative ral law nly that thasza
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s 85 thay era Yept, and eruelty Tor Tamiel, anart

Like Fobma's, an appronch whileh looke amial to us,

tipre of roality. It is what he coes whan be torns his

cAmora oh us, andk hls coldness 45 what allows him to sos it
diffienlt

blinking. t 18 Jmx? to view Tristena, for example, as anything othar
even more difficult

than an loy fllmy kersroi: to percelve how rmuch that icinsss shows

us, and how mich lmsanity there is in thess ehill regions. Why 1s

humanity so oftan assocliated with warmth? As Peuline Eosl says, "Itis
hard to love mang Hollywood movles pretend it's eary, tut every detall

glvas the show nway."

This talk of eoldnass and entomology becomes false if it croates
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with the traces of declslons whiloh polnt o +ha

parson \ Falr makers, And of ecurse, sxcopt in tha case of
Without : Lt 15 decaptive to spoak of tha charnstars in famaells

films os psopla. They are characters, which is difTerent, They are

compouncs of dlalogue and gesture and the physical featuras of mctors,

B
franad in a particular zet of shots, and artioulatad by partienlar manners
of editing, Va think of them as people, ntout whom a director orm an

eudionca right have foelings ("I love them, all of thom"), becausza that

is part of thoe protence of most fllms = and of most ninetesnth contury

novels, and of all sonp operas, past and presentf, The flotlonal flpure

who seems to exist spart from the screen or tho paper which iz his only
af

klngdem ls ome of the great triumphs and lures and realism, I don't

think we con, as a mattor of ordinary erlitleal practice, give up talking

of thosa charncters as peoplo without losing our sonee of how thesa films
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it coples;from the fidelity of its rriptl
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in parkt,
thara, Put only in part, Evan domamentary

as Fellarme once sald pooms are made of

framsas Bre composed and ordered by & director, e

tok have ns Eeo: not nocessarlly a flictlom; hut

B parspectiva,
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NEOPEES
pociats ltealf fyom the
And Gllbort Loly remnrks that "lanmung

rurdaprad nnd mtilnted arenturssn

hrt an

Thasa elalma are trus encurh, Wt thelr trth is p 1ittle pbvions,
even trivinl: words nare not thinge, In part the elaims raflact

tha fashion, rampant in Franea and elsawhere thefe last tventy

yoars, Tor Imwidersem canonizsine lanminpe, latchine on to the

netlon of discourse as o mapicnl mliarnative to naivete, And in
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sppaking of things vhich e ™ ynple in rerlity, oron

The question i:

in an imacinaryr reality.” Th

insonceivabla any that 45 the boundery Epda = opt o test

cen't blama him the sxcassas of history, whish = full of he

v call unimaginable but exist all the same, and we must be grat

him for his remsrmiwxz  dilipent piocturlng of the unpleturnhle,

do him n» service by insisting on the linmiistic retore of his performence,
ginca we rob him thoroby of nll his vrpgency, and Blind oureslves to the

most insldious of his papslas: what, axnetly, is to stop ve from matting

into practicns the moszt =avnpe of our dronmsl

End then FTadalp ri‘,__f“r-nur:‘:lzl to borrow the maplenl verd, is hj.';'.l"."'f:‘ lenl

in an interesting eenso) speoulative; a mattsr of deads parformod not rmeraly

in langunes, Wit marealy in thought, HT have theapht of everthine that




5 *imm o]
Loppy +lam
la¥® +hom
el '
i ed A | 2 B

how 4t

11lar vain wha protact tham=alvas

LAkl wlolant ramark as 15t a matanhor,:' The

g nalthey literal "nor Tlpurative nor simply linmilztle
but; in & very curlous wiy, both aggreselve and theoratleal, bhat i,
I+ saye, and then mustars all the materlal datall it oanm bahlnd the

Lo ._ll"'r

spaculntion,

It 4= mleo a Tfraplls dliscourss,; runs tha risk of belng moredy lmncoare
in n senca not intandsd by Laly and Barthes: Just talk. Barmel, as

I have already sald, deeribad An Andalusisn Dog az "a dasperate and

pagsalonate oall to mnlee mairdop!) Andpa Nreaton srpued that the simplast

Surreallet aot was to fire n palr of pdatols inte a crowd. Bat both

men weuld have Been horprified to hanr of pactnel rordore commitiad in
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Kenriee Blanchot wrote of Antonin Artandk that he had lueidly
underrons Y"Ehe tost of the marvellous", meaning he had committad
himealf to gemiine madmess. Artand's obsession with feces, his notion
of roturning St Fatrlek's cane to Ireland, hls beliaf in a consplracy
of sngals against him were, rs Roger Shattuck says, "naither jokes nor
mataphors," Entnills took Artaud®s terrible adventure as & verdlet
on the Surreallsts,; who mostly managed to avold all such vrecks and
disastars, Fut did he want them to snccosb? What wonld that hare

proved]

¥e cannot wish them mad, or that An Andalusian Dog was really

a call to mirder. We cannot want Sade to have committed all his
imagined monstrositlss for the sake of authenticity. Mathentlelty

and sincerity are awlomrd, shifting end ordinerily very diffarent
concopta. In thils kind of discourse they nre entangled with each
other, Mithenticlity in such cases = real murders and maiming,to
which language cannot axtend its merey = would destroy their challenge,
comvert them into pathology; and yet without it the discourse floats

in limbo, has the look of insincerity, of mere flirtation with

violanse.

¥a cannot speak of the mnessé‘:ry 11lusionas of art, for that is

to miss the specificity of thils art, its attempt to explore the

borders of the imagined and the real. "To be blind to Burmel's

meanings as a vay of balng open to 'art!," Pauline Kael says, "is a

varliant of the very sentimentality he satirizes.” It is alse




true that to be blind to Bumel's art is to miss the most

poverful and dorable of hisz meanings. But that 1s another

atory. For the moment we must accept the erratie ratura of
this form of discourse, its hits and misses. It may bowl us
over,; 1t may seem an emply pame. Thera is porhaps nothing
alse to say about it in penaral; plenty to say sbout particular

CRIDBE .




Threa) in the Huseum of StranFenans

tumuel speaks of hls welationship with Surrealism in the past

tense. "When I was & Surrealist," he says, or "In the days of

Surrealism” = ps 1f Surreallsm were a team or a elub or a now

defunct politienl party. I have an impulse to quarrel with this
UBAFS . If Surrealism, as Octavio Paz saye, is nelther a party nor
A religlon nor a school nor a poetles tut"an attituds of the human
epirit,”, then Bumel can hardly be sald to have given it up. His
fidellity to thet old revolt lends a striking constaney to his broken
and mended career, and I have written elsewhere that he has been

a "1ifelong Surrealist.”

Pat: 1t ls an old revolt; and Pumel's usage is beatter than mine.
To be smure, Marecel Jean thinks of a "timeless Sfurrealism”, and Mmurice

Hadean muggests that Surrealism, "understood as a certain disposition




mot to transcend reanlity tut to explore lts depths", is "eternal",

It's just that if wo try to glve a comorete meaning to these phraszas

we dlscover that Surrealism, ns ak bag of disruptive trloks, has found
£ home in advertiiing - beds on besachas, deodorants perched in
mountaln porges - and in its ampler asceptatlons can ba encountered
shsolutely amywhere, if we décide that it's what we are looking for,
Of course the movement was always apt to colonize whataver it theught
might serve its hendy cmuse, Andre Breton conseripted Emily Pronte,
the Marquis de Sade mnd many others, and the flrst m=ber of

la Rovolutlon murronlists carried a pioture of Buster Kenton. Ado

Kyrou, in Lo Surronlisme sux cinema, regerds W C Flelds as "surreallst

in everything”, while Renolr's Rules of the Game 1s eapraallat in

sssence.” Alaln Resnals is "surrealist in his baroque madnass! and
Antonionl is "surrealist in his details.," Fuch earlier, Antonin Artaud
had decided that Af there was a state or degree of mind which could be

agllad Surreallism, then the Marx Brothers! Animal Crackers "dhared in

it fallyh, Bumiel himself, introducing a programme of fllms in
Madrid in 1930, sald there was "more gemuine Surrealism” in the movies
of Chaplin, Keaton, Ben Turpin, Harold Lloyd and Harry Langdon than

in the works of Han Ray. Surrealism here bocomes & name for whatever
we 1iks or think we need, and once we have started to talk, as both
Kyreu and J H Matthews do, of "imnvoluntary Surreallsm", we have lost

any chance we might have had of making sense, Ve ure simply waving a

flng.

I want to say then that Pumel, 1ike many others, found in

Surprenliem support for his own pursult of strangeness, for his own




Ly

&8

interest in vepressed or forpottan mepeacts of axpedlence; both mental
and mntarial, both personal and sociaml. lhen this strangermss niprated
to maraan which wers not favourits Surreslist gquarriss, he followsd it
rather than the movemsnt. It is thws possible to say both that he

has renained loynl to a certain thrust of Surrealism and that he has
1adt 1t bBahiad, Cn the other hand, bs is oregquivoenl abeut his dabi,

Hin Arndlndnsian Dos would not exlst,” he wrotal, "1 Surrealism did mot

exist,” and hak told Andre Eazin and Jacques Donlo-Valorozs that
Surrerlism teopht him to see reality differontly. It'e not entirely
olaar that what Permel lesryrsd from Sorreslise is Poeosomw what Bpaton
and othera thourht they were tesching) but what he learned, or for that
matter what Magritie or Miro loarmed, might well provoke us to rethink

our notion of what Surrealism is, or might be. faleel, fr St ple,
o R q Lt

frod  Oraatir~ 4t A& Adfeiplime , Wbl
dme, kel lgpot M

For the momant; though,; ve need to kmow what it was, as & movemant.
Romanticism's last stand, as Cyrll Connolly thought? A partiouvlar

produet of 1l'antre=demx=ruerros? Lile it= cousin, Anglo=Amsrican

Hoderniss, it did not survive the Second Volrd War except in diffuse, belatad,

or aternnl forms.

Hreton thought that the historical sueccess or fallure of Surrealism
could ba judged only by its efficacy in provoking a grave and gensralized

erise ds comsclance. Undoubtedly it failed in this respect, tut the

eritarion is odd, since the vast orise deo conscience known as modernity

was wall under way by the time of the first Surrealist manifesto in 1924,
and in any case the Surrealists could hardly provoke something of which

they thezmselves wore so plainly a symplom.




The world they wished to shake had already half erurblead, and

it 1s boomuse they don't appear to have realized this that many
Surrenlists seem provincial. John Berger memorably says of Fnpritts
that "he hated the familiar and the ordinnry too much to turn his back
on thes", The Surrealists kximd could not turn thelr backs on the
bourgeoisis, They were adepts of insult and imvective, aluays
arraigning public men and addressing open letters to figures of
authority. They wanted the prisons empiled and the army dlsbanded.
They were for "ssbhotage on principle,™ as Camus wrole. "All that is
doddaring, suspleious, infemeus, sullying and grotesque, " Ereton said,
"id vorininad for me in that singls word: God.," Pml Fluard called
Coctoan A swine and a stinking beast, and remarked, "Belng careful

paver provented anyors from baing vils,V

Walter Benjamin, in an sarly artiecls, pointed to tha elements of
bluff and provecation in all this, but he also thought the Surrealists
vere the {irst people since Balunin to have a wadieal conceptlon of
freedom. Thoy perceived thew world as eanght up in an ecstatic
conspiracy of respectability, and according to Banjamin thay smv
throvgh the "onholy coupling” of idealistic moralizinsg and fisrce
political practice., There was nothing phllosophical about thoir
ecopticism; 1tf flared up with the sense of batrayal which wms =o
lerge a legacy of the Great War. Like many others, of quite different
agoes and temporaments, the Surrealists felt they had been fad on
daceptlion, that the very notion of truth wms a casunplty of tha
war. FErra Pound spoke of Yold men?s lies" and "disiwllusions as naver

told in the old days." "Surely it must bo realized," Louls Aragon
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wrote, "that tho face of error and the face of trmuth camnmot Tfail

4o hove ldentien] fantmros.t

There is an elemont of maivets in this ootrage, of conr=s,
particularly in I'rance, where artists had been railing against the
supposed ideals of the bourgeclsls for mearly a comitnry. But a
cortaln nalvets is inseparable from the Surrealist's energy. "“Nothing
is revoltulonary except camdour,” Robert Desnos sald. 1hen they
ware no longesr shocked by the hypoorisy and fatnousmess of their

comforishls conterporarirss, they were no longer Currealists,

The reballing Faris students of Hay 1968 borrowed Surrealism for
the walls of the Sorbomme, where they quoted Ereton and seribbled
assertlons io "Dreoam 15 truth" and "Any view of things that is not
strarge 1s falso." This last phrass makes a flma echo to Chirlco's
mich earlier suggestion that we should "live in the world as 4if in an

immanse mseum of sirancersess", but 1t was not Surrealism that drove

tha stadants to the barrleadas in 15!':‘3. Surreallsn, alon with many

othar sources, offered an attractive rhetorde, and we may fesl, with
the swveep of hindsight, that Surrealism wvme above all s rhetoric.
Bt wvas not exactl¥ en assthetles that yearned to be a2 politics,as
Susan Sontag shrewdly guessedy. It was an overreaching politics

that could not lervre the replm of romance.

In ths Spardsh Civil Var, Eroton thought,

mich more is at ptale than the fats of the younr Spamish
Republic.: The goestion st ds=mue is this: is man condemmed to
ramain the prey of his fellow Dof...i
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This perspsciklve does not preclude practical sympathy, btut the drift

towvards sbstrastion is olear. A mimboer of Surreallsts {Breton, Aragon,

Eluerd, Faret, Unik) jolnoed the French Comminist Party ns early as
1927, and plpoced the movemont, as they put 1t, at the servicem of the
Eavalution, lhey took courageous stande, wore firm and eloquant about
the Moscow Trials ("abominzbls and inexpinhle”) and Dreton reralrsd
olose to Trotsky. Fuot thore is & discomfort in all this, a canse
that Surrealisek vniversalizing dreams could only be crampsd by any
party = leat alomes by the stiff-mindsd Commnist Party of the age of
Stalin. It is to tho moversnt's eredit that it spught the total
liberation of man, rofused all partial versions; tut the risk of baing
neither a school nor a religion nor a party is that you may be nothing
at all. An attitude of the Inman apirlt may be just that: an
attitode. This 1s what Nadesu ealls the "hidders vice " of Surroalismi
the notion that wilches are horses, that postures are a fora of

activism,

The situation is erystallised in the controversy surrounding
Aragon's ugly posp '"Red Front'. Vorking class nelghbourhoods
of Paris (Bellevills, S5t Donis, Ivry, Javel, Hplakeff) are summonad
to revolt fn—thle—nicoq:

Band the lampposts 1llke foetnses of straw...
Sheot dowvm the cops

Comradps

Sheot devn tha copsses

Fire at Jleon Blum,...

Tha flash of gunfire londs the landscapa

& galety unknowm ti11 now

They are executlnd engineers and doctors...




The blus ayes of the Revolutlon
shime with nacessary cruelty
USSR UESR USSR

necm
N [ ] f S

Una noeds the French to catch the awful clevermass of tha last 1inam g

ate,)

Aragon was sccused, not unreasonably we may think, of incitement to
viclance, and the Surrealists offored an odd defence. Pootle lanmuare,
they sald, wns not an "exact expression of thought", not to be Fudped Ly
its "immeadinta content." The posnm doas not propose individual acts of
violance, it merely offers a pleture of a pessible future, Aragon

would not have written "Shoot down tha cops" in prose, in an erticle.

This soema to say that Surrealism iz only literatore aftar all - =&
denial of all the movemant's bravestx and most flamboyant proclamations
("o have nothing to do with litarsutre," "Surrealisa is not a pootic
form")., Ve meet again, in a particularly mlmrnhle-r:::hj:;, the
hypothatical quality I deseribed in my last chapter. Freton, dissatsled,
as wall he might be, with this 1line of thought, later suppested that things
might have been diffarent if the poom had corresponded tox an sctual

political situatien - A4f the Fremch Commrist Party, for example,

had been preaching mctive, local revolt. Than the poam would have maant

what 1t sald literally, end the Surrealists would not honourably have bean
able to refuse to participats in the agitation. DPut that wasn't the

situation, and wo can almost hear Breton's =sigh of reliaf.
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There aro two facos to this problem) indeed the twe faces are —
the problom. Surrealism was full of dangerous talk, metaphors
maant to bo mistalen for assertions = with tho proviso that they
could nlways be reclaimed ns metaphors if the going pot rough, "Half-=
mataphorical bombs,” as Roger Shattuck says, "ecan end up kKilling
ool peopla,” And yot thers was a porssavering innoconce ink this
very frivolity. It was dangerous ialk, ot it was only talk, and the
Surrealists thomselves were among the last to see how hypothatieal
tholr provocatlons weres The olief oriticism wo can make of them
in this respsct 1s not that they wore too violent, or lnsufficiently
violoamt, tut that thoy did ot take thelr ovm mischief serlocsly
onough,; nover really expacted it toXk lsave the roalm of the peme, mRnd
g0 had no proper sense of the pomsltls hunman consquersos of thelr
mntics. I'm thinking hers of k the defence of Arefgon's poem, of courscej

the poem ltsell ls mich wvorse than mischievous, howover wo take 1t.

ind yot. Thore is A pood deal to be said for rletoric and romance
if they are all you have. If llberty 1= a phantom, as the title of
B Domel Tilno sugpests, it 1s essentinl to talk about it. Iis
roturn to roality may depond upon cur femiliarity with the idea,
The very word liberty," Preton wrote, "1s exalting., I think it is
capable of proserving; indefinitely, ths old homan fanaticliom.™ Ard
egain, prophetically enoughy: "It would be wrong for man to allow himself
to be intimidated by a fow monstrous hlstoriecal fallures: he 1s still
froe to baliove in his freedoms™ Thare 1s & certaln ragligence, &ven
callousness, in such remarks ("a fev monstrous historieal fallures"), but

there i also o fine fidolity to a battered belief. Breton saw the
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imagination as the only index of possibility) vantad the Malrandy

thought" to make way for the "thinlahle"; wagad pitiless war on the

hhably reality he found all too many of hls contempornries sottling

for. He could bto wvagus and suparstitlous on this subject, but it is
usally clsar that he wants more reality, not less, or even n
different oma. "Ths admlrable thing about the fantastio," he sald,
"is that 1t is no longer fantastic: there is only tho real." The
fantastic is not an altermative to the given world, It 1s a premise,
a hint of what a larger, less constrloting world might be like, since
a life that ean be lmaginad can also be deslred, I Surrealism, as
Cemug thought, "l= perhaps only an urbearable form of widdom®, it is
also, as he added, a sign that wisdom is not B confort. It is in
this sense that we should undsrstand the Surrealists' insistence on
droans and antomatic writing, thelr quest for the marvellous in everyday
1ife, thelr canonduation of chance and eomantle lowve. "Perhaps he
has secrots for changing 1ifo?" a timid voice says in Rimtandis

A Sonmson in Hell, The Surreallsts thought thay had tha sescrots.

They didn't. And the ome thing they had that loolnd 1ilm a
sacret turned ocut to be something else, Surreallism, Breton said
when ho borrowed the word from Apollimaire, "designates a cortain
psychle antomatisn, a mear equivalent to the dream state." later
ha mltiplied definitions)

currealisn, n. Pore psyochlie mxtomatism by whose monns it is
intanded to expressz, wirbally or in writing, or in any othar
manner, the asctual Manstloning of thouzht. Dictation of thought,

in the abzonce of all control by reason and outsids of all
assthatle or moral preocccupations.




There is a great deal of confuslon here. VWhen Ereton sppaks, elsewhers,
of mitomatic writing s "a troe photopraphy of thought", he has
forgotten the complications of the camara and tha dark room; Just

aes the sbove definition ipnores g2ll the Implications of consclous
intantion carrisd by the word expross and viRltually all of the ordinary
meanings of the word thought, This last word crops up with a
startling frequency in Surreallst declaratlonss "thought in the
plenitude of its freedom" (Hagritta), "to glve birth to the thought
inside me" (Artaud), "the disinterested play of thought™ (Breton).

The Surrealists appear to have had nono of Fremd's sense of the puzile

ard paradox immolved in the very notion of an unconselousk thought -

a thought having nothing to do with reason poses no problem for Dreton
in the echove quotation - and they also used thought imoop: a quite
different woy, to signify, precisely, reason, conscicusness, scadsmio
intellect and 21 the rest of thelr heavy-breathing emamies. Thelr
ftheoretionl equipment” was not so much "impoverished", as Michel

Bean jour has sugpestad, as non-exlstant. Sti1l, this 13 not to s=ay

thay wera not on to smmething.

"The antual functioning of thought” must mean the free flow of the

mind, consclous and unconscious, and the trick or secret which everyone

sltuntes at the centre of Surreallsm is thns, es Octavio Fax says, not &
mothod tut a goal. Automatic writing is not mutomatlc; it 1s merely
less fettared, less consored than rational or utilitarian dlscourse -
or if v wish to push our scepticlism a 1ittls further, it is fettared or
censored in sifferent othor fashions. It is an "epgine of wmu, as

Erpnrica Blanchot says, "against reflectlon and langeuge " It is as
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mach o production as any text (or palnting, or film), tut the

marnner of its production is the mirror of a hope.

The hopo is not trivial. Ve could all use = littla more

1iberty than we've got, and it would help if we know how to

wish for it. The Surrealists often made the mistake of thinking

thelr questions were answers, ut tle questions thamsolves ars
urpent enouph. "I you look ot something and try to find ocut what
it moans, " Hagritis sald, "you end up by seelng not the thing itself
but the questions that it has raised.,” The thinzx here, perhaps, is

Surranllism,

The Surronllsts sought strangemness, as I have sald, or what thay
more often called the mnrvellous, Thesa are secondary terms,
dopending for thelr meaning on a primary sonse of what is erdinary,
not-tonderful. Surreslism is esceplsm, howover mch its apolegists
shy mmy from the word. Hut sn attempted escape is not a neglipeable
deed, Flrst because oscape le sometimos possibls. Lines like
Eluard's

The earth is ps blue as an orange
Fever an error words do not lia

not only eluds all plamsible intarpretation, they al=o onact a

form of freedom, ‘fords do not 1in bocanse there is not limit to what
wa can do with them, and ealling earth and oranges blue may bo sesn

as A modal for all kinds of non-verbal literties. Secondly bocause
even failed escapes inform us about our pricon, andt this, T think,

is Surronlism's larpest lesson.




T

Tha movemont produced some wery thin painting, and some vacuous
pootry. Eut it also offereds an instipation to liire, Fluard, Pumel,
Hagritta. And the strikling thing about the work of these men ls not
its interest in a realm of the arbitrary and magical but on the contrary
its smbattled engagement with things as they are, its pursult of an
intricate human truth. Respecting Freton's droam of freedom, thay
managoed to stand it on its head., It is becanse freedom is finally
impossible that it is indispensable to dream of it. '"Surrealism,®
Bumal told Carlos Fuentes, "taught me that man is never free yot
firhts for what ho ean mever ba.," This strlles e as rather too
absoluta in its anbandorment of hope, tut Bumel, to paraphrase
John Derger, lhiates captivity too much to think of living amyuhere

8l ,

Bormal spid later thet Le had execluded Yall narretive sense', "all

logical assceintion", from An Andnlusinn Dog, ut the film in fect

attecks nerrative sonse qulte systeomatlcally and roplaces leopleal
associntion with chalins of metaphors that seem incoherent only et a first,

carelsss glance. “Cali and I," DPumel told Francolis Truffemt, "mercilessly

Cmaalad N ol
rojected anything that Sight-heave-meant anything." Thi= is to take

moaning itsolf as a measure; indead 1= to tale it as serlously as the

most ardant rationalist eould wish,

It has bacoms customary to atiributs to Dumel the excollances of

this f1lm, and of The Golden Are, &nd to give the felled or strident




Jolms to Deld, Stoven Novaes, quoting the sbove remnrk, has
recontly tried to zot the record stralght, rather schematleally

erediting faliyr and lnage to Dall and structure and morality te

Bumol. In fect, sz Kovacs hinselfl comes to see, there are only

two things tok be said sbout this collaboration: Dall and Bumel
vore alosa frlonds at the time of writlng, cach eagerly accepting
the other's suggestlons, and many of tho images In the fllms (donkeys,
ants, orchestras, priests, famous paintings) can ba seen to telong
to the repertory of both; and Pumel directsad the fllms, commrted

whatever thers was in the scripts into =movles.

An Andalunsian Doz beginzs quietly, llke a fadry tale with the pece

of an old=fpshioned renlistlc nowol: A $ltls card says, "Once upon a
tima", and a burly fellow, who happens to bte Cumel, eppears in his
shirtsleeves, smolding, sharperdng a razor, tosting 1t against his
thurbnnil. He stops oot on to o baleony and takes o look at the

BoOT. 0 Sco o young voman's fpoe in elese-up. A hand holds her
laét ave opon,whlle another hand approaches the oyo with o rofors

A eleoud pnsces across the moon, as though elleing through it, and in a
very large close-up, the raczor cuts into Xkm mn eye, which leaks matter

Immadiataly. A now title card says, "Eight years later.™

Feople still posp when this scemne is shovm. There 1s no way of
raducing the intimacy of its violonce, Tha fact that the same young
womnn pppeare soon after in the film, both eyes hepplly intaect, and the
fact that ths sliced eys, on inspection, ocan be seen to ba that of an

animal = of ome of the two dead donkeys,; 1 tale 1t; shlch are latar
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drapad over two grand planos = are not as consoling as we might —
hope. I don't gasp any more, tut I do have to sit tight in the

alinoma, enargatically remindine mysell thet the eve baine sliced

is not the woman's, that 1t ls melther human nor alive,

Mach nonsense hes bean writisn ebout this eye, but it is clsar
that howsver Bumiel and Dall arrived at the dmage, there is nothing
paoldontal about its plmeoe in the Tilm. It assaults the very organ
we are viewing with, blinds us by proxy; and oar physical dismst
and fright are ocompllicated by an obscure sense that some sort of
ugly justice has bson done, that we'we pot whnt we desorve. Artand
haed wrlitten earlier that & fll=m should come as "a shock to the aye,

dravn so to speak from the very substance of the eys", and An Andanlusian

Dog renders this figure with horrible literality. The casual
narcative adds to the effect. s didn't think he was sharpening

tha razor Tor that, ond the ocards sugmest an 1diotic storytaller who
Just doasn't kmow what i1s 1ln his tale. in Ilater films, I should add,
Bameel rarely Tfinds sctuel violance recesSsary. He gats qulte
terrifying wffer: results by the equivalent ofE simply showlng the
renor in the vieinity of the eaye, Dur owm fears do tha rast.

And so0 the movia contimes, setting up marrative movements only to
knook then diam. The woman leaves a room and finds herself in exactly
the same place. latsr =he leaves the ssme room through the sama door
arnd firds herself on a besach, A man is shot indeors, and the scers

ohantes avound him as he falls., By the tims he hits the ground he




in n mandow, Hot even mortallisty coan tle up & story, The protagonist

ssons to die more than onoe, only to resppear In the situption he had

laft behind - & narratlve version of stepping into tha szme roonm

twlecea, Meanwhile the title carde, at interwals, procesd with thair
e

plealid, orazy comsentary: Towarcs three in the merning"; "Sixtasn

yanrs bafara'y "In the spring.”

Even 80, tha Imspery of the film keeps adging towerds coherencs,
and Purmel then gives in, with comlc helplessnez=, to the sscocintions
which supgest thamselves. A palr of books turns inte a palr of
revolvers: the opposits, I take it, of paper tipors. A man stares
at his hand, striking the pose that is found in Vagritte's painting

The Fyveterioos Susplolon, Ants swerm out of B hola in the =iddla aof

this hand, and the movlia suddenly dissolves to a olose-up of &2 woman's
armplt; whieh in turn is followed by a close-up of a sea-urchin's
epilno, whleh dissolves to a haad seen from directly abeove, in en lpis,
It 18 the head of an androgynous=looking glrl whe isx starins st a
sevorod hand, prodding it with a eams. An iteh in the palm modulatas
into mutilation; almost a ploture of cemsorship. Anothar sequence,
The skull pattern on a death's head moth is held in en iris shot.

A young man clapzs his hand to his mouth, then removes it: he has

no mouth. The young woman who 1s with him angrily ocutlines her mouth
with lipstick, and the man's faca promptly grows halr where his mouth
o i The giribcks woman is startlsd,and looks horrledly at her armmidt,
®hich ls now complotely hairlass, The furry moth has trlzgered a
geries of alluslons to the unsean, urmentioned haly that 1z on averyona's

mind.,




Vore penarally, love and death (or porhaps love nnd desnpe) are
gonneatad throughout the film, in a travesty of Tristnan, The young
man watahas the androgynous glrl get run ower by n car and bocomos
paniocky with Iust, Ha chasas his compenion round the room and
over tha bed, and s he fondlas her, his eyes roll up, showling thair
whitas, his head tilts back and blosd trickles from the corper of his

routh. Thara is a simllar image in The Geldan Aro, whare the lover,

bleod all over his face, rabidly mrmirs, "My love, my love, my lowm,

' " r = ] . = +B- r rror MRS DAL
my love levvs " A tﬂmu;nirtfbu nagsamm, or to ¢ 1arks bahind

thase chots, In 1950 Fumeal addad a soond track te An Annlusian Tos

which rlternatas batween Vlagner and a splendid old tange, complieating
this distnrbing effect considerahly. At timas the couple chasine round
the furnitore pctunlly sppears to be danceing to the music, The Tilm

at those pidntsls very Manny, and yat seeme pamiinely obsessed,

What all this maans, I think; is that An Andelusian Dos imrites

two quits different fomrs of response, One is the responsea to
mystery, to unfathomablos nonsense, and the f1lm's most hilarious and
most hminting moment 1z of thils kind. Tha young mAan cyclas towards

& rondez-vous, OSuddenly his impulse or emergy gives out, as if the
clock of his 1ife, or his will, had run down. A high-angle shot

picks up the faltaring bleyle; there is a wobbles or two, and the young
man falls sideymys; 1like & tres or a sormambulist; be oracks his head
on the pavemant, and lies still, apparontly dead. This scenn is not at
pll fanny in deseription, Wt its impact on the smeresn is comperable

to that of Chaplin's or Ksaton's magicsl mmboars, The actor =eems to

have ridden his blke into & dream,and the camera has earefully followed




him, Tha soera not only chwats interpretatlon, it makes the very

ddea of Intarpretation seen some kind of Jjoke,

The other lmrlted responss spaka lnterpretatlon, or reather H:_
intarpretation: a compulsion to connection which not evan the
flightisasts of us can resist, The important thing here la Lo ces
intarpratation nelther as a victory (wo have eracked tham cpto,; solved
tha riddle) nor as a defeat (ocur brave delirium eapitalated to
roason after all) tut as o faot of 1ife: what has to happan, axcept
in tho rarest of Ilnstances, lLlka that of tha fallinr cyelint, vhars
we Aare antitlad to speak of somathing like Surrenllist grecs. It
ig baomusa intarprotetlion is imevlitable it Dall and Bumial ame

daterzindd to glwve it such a fight.

eyelist, for axample; wears various Trillw sdditions (harlbows,
of bib, a sort of dress) over an ordinary lounge sult, and has a
gtripad box hanging fromk his meck. The stripes echo those of the
tis worn by the eye-slashar In the opening scens, and tho box itself
latar turns out to contain the tie, or one that is indisnguishable from
it. rftercdeoonin Just befors the androgyoous girl 1s knmocked down,

a2 pelicomnn picks up ths severed hand which so interests hey, and muts

it in the stripod box. Some time apfterwerds the cyclist, back in his

'eill= and with the box onco agaln around hls neck, is sesn lyving on
& bade A new charactar shows up, vhe twrne out to be the cyclist's
coukbls, ployed by the eams marvelleous, hewnted actor, Flarra BatehefF,
and rips off the frills and throws them, with thes box, out eof the
windew, Ths box, broken, appears on A banch near the end of the

flm,




Vhat are v Lo make of this? [lothlng., %e cannot give thanatic

mopning to itha box and the frills unless we are content to mlas tha

] ¥

main joko and confuse o parody of slgnifisance wlth the real thing,

I'a tand to collect those intances of ropetition and hang on to them,
B8 polnters

boonuse we are In thoe habit of taking repetitions lowdemormiiiesod,

but no sooner have we startsd our colleseting than the extravapsnt

-

Inuphtar of formel and Dnll bBecomss alwmost sudlibla. The tox serves,
Stoveon Rovans =ays, "no an irrational foocus of attention" mnd %eopa
roappoaring in order to "affirm its nonsxistent dAmportance.” This is
no maaning, only that its Manction ia to declars
EaANing .

The war ls earrled into the enemy camp here, Fore alften Tall
and Fimial try to ipnore meaning, unload the umexamined contents of
thelr minds, This motorinl 45 not unints rpretable; 1t ls marsly
untintarpreted by tham or by tha Tilm, Cne of the sarly possibilitlssz

for a titls of the movis was Dangarons to Isan Imoards, a play on the

A = -k

warning found in Franch treins about not leaning out, "Dangereurx de se
pencher an deherst. 1 hove given somo examples of the fllm's
delaysd or subtarramann cohorences, but the moest elaborata instance
imrolves a hoterogenaons assembly of ebjects which the protagonict
finds lylng | He hes chased the young woman round the
roor; and hos boan drooling with deslre.” s strokes her breast
through her dpass, I\ sudden eut shows tha brenests naked; anothor eut
places & palr of haro Tuttocks in his hand=; another teiomns us to

the covered breasts, The woman grebs a tannis racket to dafend




herself, and the man, bafflad, turns and pleks up two pleces of rope
shich are lying on the fleors He pots them over his shiuldars and
begine to tup, as if at an snormoms wmipht, Graduelly his onrpo
gomes inte viswi ocork mats, melons, two live prissts, the erand planos
with the donkevys hangine over them, It 4= ::I:';r;:::]t to undearstand
two things here, This curious eollection doesn't mean anythine at
the level of intantion, it is not a symbolis dasioeny 4t %= can hardly
maan nothine, even to the lsast pesyehB-analvytically minded pmens ua,
Bumial himself inslst= on this diffarenca, He 4old ma opee that he
had recaived lattars Trom a profagsor in Hamburs end & captain af
artillary in Saragossa, both Interpreting the man's misceller=cus=

load as tha burdsn of his insscapable past, That wren 4 vhat wm
moeant, Bummwel says, we didn't mean anything, v jost proceeded by
random assoclntion = and a 1ittle bit by conmtrariness, plavine with
tha viewer's expoctatlons. What vas the man polng to do with the ropes?
Btrangle thoe womani? Well, no,here he comes with cork, gelons; priests

and =0 on. And yot Bumel does not sugpest that this interpretation

4% wrong, indesd he takes the odd comvdrgence of opinions as a side that
it is

theyoom probably right.

I think it halps to Eee An Andelnzian Deg, &nd moch of Sorreslism,

BE BRn exsrclse in nonsense, as nonsense was understood, for example,
by lewls Carrell, whe fulfilled nearly every Surrealist prophecy bafore
it vas even macde, "hat has besn undarstood,” Fluard wrote in a poen,
"no lonper exlsts, M Poruel told a friend that Sorrealism was not
1o ba confosed with idiccy, althoupk they "share something of the sams
quality"y and R P Blaclkmmr's dublous definition of an idiot's eaploit

("2 dlve bermath the syntactic mind") iz a fine description of nonsensze,




Whet happens whon we mest a plice of germine nonsense? Why are
&0 many peopla irritated by 1t? Why is 1t so easy to reclaim
nonsensa, to render 1t sensible, if only we make half an affort?
why 1s it eo difficult to imvent nonsense, ms distinct from stumbling
en 1t, or into itl Honsense reprecents, in a broeder and less
myertlfled form, the freedom from meaning that tha Surrenlists
sought in sutomatie writing, and it is similarly elusive, and
similarly short-lived. Lautresumont’s "Nothing is incomprehonsible®
is not opposed to Fluard's mssertlon; it merely marks a later stape

in the game of meaning,

Thore 15 & moment in Alice in Vonderland wheare the Eock="urtle

remombers his schooldays, and in particular a teacher who tmmght
Reeling and ¥ridiom Writhing (along with Ambltion, Distrection,
Uglification and Derision). There is & flash of nonsense here: only
sounds and the alphabet connect reeling and writinh with reading and
writing. Fut the flash ends, the words return rapidly to sense,
becouse reeling and writing are what a turtle (oven a mock=turtle)
slrnificently
might well need to leanr, add more bmrmetorekdy, becounse realine and
Ly wWers

writhing ix taught in pleanty of human schools, and xk inculeated

with especinl mecess in England in the nineteenth century. Tha

return to meaning is important, part of the power of the jokm. But

thekoriaf absence Trom meaning is dimportant toe = without the

absoanss thers could ba no raturn,

An Andalusian Dog &5 made up of such absences and returns, the




diffarence being that in Tawls Carroll the rebirns nre nuthoritntive,
unfergettabla, full of mapnificant undartow, whlls in the Tilm the
pbsonoee nre what comnt, ths returne belonging meinly to o falrly

ordinary laxicon of reapresslon,

A mumbar of tha movlia's absances hase to do specifically wlth
the cimemn, avex absances Trom the forms of eoandng fll=es usvelly
have, By 1929 movies had a fully artioulated syntax snd Bumel vas
interestad in consckipting 1t too for monsense. it 1= true, &35 crlitica

have often said, that An Andaloeisn Dog is not an event-rerde or

oxparimental f1lm; doas not, apert from s bit of slow motlion and some
dabbling with an lris, tinker with technlgus. But it is bacmisa the

vork is comvetional that its questlioning of convention 1=z so interesting.

Whet makes us think, for example, thet space in a movia is
contimons and substantial? We see a woman looking ocub of a window
and assuma that the street ln the subsequent shot iz whet whe is looking
et Movle space is imasined or epleoulated, If a parnon lanves o room,
wm ploetare him arriving in another room, or & corridori not in the next

frama of film or off the set entirely; or, as happens in An Anfalvusian Dog,

in the spma room; or on & bsach, Thax gags hera concern not

philosephers! space tut moviemalars! space, the fabricated world
wo keapd judging by the rules of the glven world itself; ns LIf Lt wms

an imitation, and not A constpictlon,

Similarly, the opening sequence of the film shows us a man, a palr of

hesnds, & racop, a young woman, an eye, the moon, another (animal) aye.




As David Thomson saye; "We readlly construct & spatinl and
4eamporal contimmum for these separates elements so that the Tlm
becomas & story in which bne man Egg_fl carries out this odd p=smult
OF ONS WOmAN 1;2_12]. They are all in the same place (there)..."”
Only our suppositions cormvert sequence imto narrative. "The man
eharpans the razor and then he cuts the woman's sye," Fllm has
no and, still less an and then, and in thls cese no possesseive
apostrophe . Filmg, 1ike droams, replace grammamr and cagpsality

by simple suceassiom:, than, than, then, then. Wo lmment the

plesing syntax, supply all the connectives = or rather we invent
end supply a good deal more than we usually recognize. Thera 1s
nothing odd about this, I'm not sagpesting that the oponing sequance

of An Andaluslian Dog doas not tall a story. This is just the way

woa soo Tilms, btut for that reason it will bear thinking about. L
work at sesing movies,make the=m ressambls a narrative In languags,
and to speak of "reading" them, as 1f becoming tha fashlon, is to

blur an important diffarence.

The sama polnt can ba made with paintings, or photographs. Thare

is & ploture by Magrittie, ocallsd Castls in the Pyranees, whieh shows

a hupe rook suspanded in mid-air over a mild sea; there is a castle

polsed on top of the rook. IflrL'l:.- "suspanded in mid-air" 1is already

““an interprotation. Perhaps the rook 1s moving. Alain Hobbe-Grillet
thinks it is fnlling, tut that is to introduce the story of grawvity
inte tha painting, a borrowing from our world. Tha rock could ba

travelling from left to right, or from right to left, or even upwards,

or towards or away from us., MNow in a film we would see 1t travelling,




but would have to interpret the relation of this shot to the next,
onge agaln lmporting comnectod narrative into a storyles=s universe.
If it 15 true, ns Foland Barthes says, that every imags is a narrative,

this is because we can't resist or do without narrative, because we

ean't leave imaresx alona. Hot that wo should; but it will bBs as

woll to know how large our collaboration in these mattars &s,

Finally, in An Andalusian Doz Purmel plays with the idea that

a film frame always excludes something| or rather sesms bo mxk excludas

n world that prolongs the scono that is viewed. Ve can get very amcious
about what we are not seeling in a movie, even when wo know thero is
nothing there, or only eables and boxes end are-lamps, what Jacques

Derrida might eall 1o hors-{il=, We think we are missing a plece of

tha heroas! r“i.:l.‘.-'i-]":'-l. that & shift of thoe camara will roveal thaw whola

truth, the absent clue, what ls hidden. VWhen the protagonist of

of implicit promise that it will let us know where the ropes laad; that
is what films do, part of their docorum, But when that extraordinary
doubls bundle of things appears, we are being shosm not only the
past of the hharsctar, as Pumel's correspondants thought, tut a

certain provecative possibdlity of the clnema, This is a film,

What 1s beyond the frame, what can be dragped inte sight, may literally

T anything,




In spite of all its high and low Jinks, An Andalusian Dog

doas tall a story. It is tha story of acountloss othar films,

including Tha Golden Age. A coupla mest, are soparated, meot mpaln,

the woman goas off with another man. Wa may roemamber Cyrll Connolly's
olaim sbout romantlie lover "the hoart is made to bo broken, and after
it has mended, to ba brolen again,” The man's heart, that is, A
wvoman's heart is leass sconstant and more resilisnt, Thi=s widienleus
old myth vas still golng stron in Joyce's Ulyssas, published some seven

years bafore An Andalusian Dog appoared, and 1t informs Bumel'sx last

film, That COhscure Object of Desire, as thoroughly as his flrst, Tl

should take 4t, I think, less a5 B vision of supposad femlnine Tact than

gd o portrait of felt masculine fear, A nightmare of impanding treason.

Tha Colden Age, like the earlisr work, has plenty of random happening

and narrative disturbancae, A large cow sits on a bad in a woll-to=do
house,and is casually shoosd awvay as If it were a dogj & smartly drezsed
gentloman wvalks thoughtfully down a street, kleking a vlolin as he goas.
A mindster commits suields and fells upwards out of his shoes to lla

on the colling. And again there is the wonderfully disconmectad use

ot title cards., A card says, "Sometimes on Sundny', for example, and

the follewing shot shows a whole side of a strest collapsing inte rubble.

Another eard announcas the founding of Rome (in 1930, on a roclky shore),
and wa ses shots of St Peter's, a Vatican baleony, and what purports to
ba & Franch windewr in the seme bullding v}th a nots stuek to 1ty "Ilvye
spoken to the landlord; he's letting us have the lease on very faveourabls

tﬂ'mﬁinﬂ




But the narrative line here, finally, i= stronger than in An

Andrlusian Nogy the snme story more fimly told, and with repler roclal

and historical implicntions. ‘Two lovers inderrupt the founding of Rome
with their squeals of pleasure as they grovel together in a mearby patch
of mud, and they are separated by o pair of plain elothes men. Sex
literally has to be stopped so that soelal 1ife canx start. It is as
if Puster Keaton, who Fumel orce sald ecould give lessons to reality,

had decided to make s Tllm of Clivilisation nnd its Discortants, Iatap

in the movie, when tho man and ths woman, ncross varlous obstasles,hnve
got together again, they are disturbad by a noksy concert, and tha woman
lapves with the conductor of the orchestra. Cultore sirlkes again, and
the film at last abandons all protence of randommess and concludes
with a powerfully comoentrated set of assoolations. The man, alone,
in & reage, tears up 2 palr of plllows and finds his hands full of
fenthers which he seems to habe torrowed from Breton's ladja. He
pitohes various objects out of a window = a plough, a bturning fir
tree, a large wooden glraffs, a live archbishop (who gots up and
scurries mvay), and more and more feathers. A £ card thon tells
usi
At the preclse moment when these feathers, torn out by

his furlous hands; vovered the ground below the window, at this

memant, we sald, btut very far svay, the survivors of tho Chatesu de

Selliny wore comlng out; to po back to Pards...
Selliny, called Seligny on another card, is a miszspelling of Silling,
tho pigh castlo in the Plack Forest where the orgles of #Sade's

120 Days of Sodem taka place. Thore follows the scons I have

elready descrlibed, wlth the Christlile Blangis and the youthful remnant

of tho ergys The fllm ends of an image of a snow-coversed cross hung

with female sealps, a Jolly paso doble frollcking in the sound track.
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It i=s true that gll this resists logical organization, and there

is much olumsiness, both in the conception and in the execution of
thasa soonms. But the elustasring of thoupghts la E'!ﬂq‘.!{'lnt enomipghi
rage, batrayal, sadlsm, Christianity, surdar, sex, saintliness, much
olsa, This 15 preclsely the world of Fenjamin's "unholy eouplingv,
tha realm of noble promises and ugly deeds, the domain of deception

and displacement the Surreallsts sought to explode.

At the baglinning of the fkim, the scorplons make way for a lonely
bandit keaplng watch. FKHe 1s startled to see four archblishops,
pitrad and fully robad; plantsd on his rocky comst, Thay sit on
& rugged; stssply sholving cllff, montonously chantlng, making wvapue
ritual gesturas, The bandlt roports this to his comrades; saying
"Tha Majorcans are hore®, The bandits, howvever, are a atrangely
daplatad lot; sick and dylng, and settling out to dofond thomselves,
pass out along the smy. A1l except thedr leadar,; vho pgets another
glimpses of the archblshops, who have now tnrned to skelstons, btut
rerain ink the same spot, one of them wearipz hls mlitre at a
particularly Jeunty angle, Immediately a flotllla of small boats
prrives, full of elerics, soldlars, mns, civiliand, ell in modern
droesss Thoy have come 1o commomoratsa the deaths of the archblshops,
and to btulld in this place the imperial city of Rome., This is the
inmupuration ceremony which the lovers disterb wilth the screams of
gex. Later in the film the guests at a grand receptlon glven by

the Marquid of X in the emvirons of a Mully construcied Kome are also
called the Majorcens.




The Mnjorcans, then, nre peoplo who nrrive, comvoys of respectablility.
Tha bandits suggest some raw, fading stage of civilization prior to
the h.-_p_.,mﬂ.:,r eharch and etate. lNome of this is difflcult, or
snormously interssting. The sequance showing the banditi! response
the archbishops! arrival 1s slowx and drovm-out, a marked let-dowm after
those implacable scorplons. What 1z striking is the sl-ht of those
archbishops on the rocks, the orazy juxtapesition of pomp and berrennsss,
Vo maem to witness the lnstant birth of high andx complicated eculture, the
BpDATARC &
peroexx not of falth tut of hlsrarchy and elrcumstance, The rapldity with
whleh the rites are delegated to mortuary remalns Implies, I think, not
the death of culture but & sense that oulture 1= death, Hore important,
perhaps, the four archblshops ammounce the feur scoundrols whe leave
Sade's castle at the end of the movie, and 80 an equation is sat up not
only betwean Hlangis and Christ tut between the Chruch and organized

detauchery., Unholy ecoupling,

What has all this to do with romantic love, since love 1s just what
is lost? Love is in the world to male us forget the world, FEluard

wrote, and a whole traln of interpretations of The Gelden “re has talen

this 1ine, BEreton called the film "a unique exmltation of total love,

and Dali said that his intentlon in writing the movie with Fumel was

te present the pure pursult of love = "amid ignoble patrioctic and

humanitarden ideals, and other miserable mechanisms of reallty,"
Buruel himeelf wrote that it was "a romantic film parformed in full

Surrealist fronsy',

Certainly The Goldsn Ape constantly sets love against scoclety,




right from the moment when Sex troubles the founding of the ocity.

The man is so edpy in his passlon that he later slaps the woman's
mothor on the face because she hns spllled a couple of drops of
drink on him, The lovers commnicate telepathlcelly, and with
rolling eyes, bittan lips, clenched hoands, mime nll the sicknesses of
etarved impalse, In the film's most femous image the herolne looks
into her mirror and sees nelther herself nor her room tut an open
eky; wind drlvingt the hurrying olouds., A past fromk the mirror
ruffles her halr;, her face expresses a meliing desirs which naithsr
words nor a alill can eateh, It 1s hard to think of a wore sloguent

pleture of what the longing of love feels 1ikm,

Burmel subscribes, 1l a goed Surrealist, to the dectrine of
pll-conmming poesion, sess love ps "the great,irresistible sommons,
an an early furrealist teoxt put 1t. Faot e cannot present love as
g pure ummorldly foree in a grubby universa, He con preasent the

Erutbhy universe ell right, and doas so with relish. The Golcan Age

traxplas joyously on all kKinds of pisties sbout dogs, children and

the infirm. But Bammel doas not see the =elf as lnnocent, separate
fromk the world; happy If laft alona. Hls lovers sacrifice sveything
to love,; the man abandons a diplomatic misslon, causling untold
saffering and death; evolked in a guick serles of shots of desperats
orowds which appear to have galloped out of Griffith's Intolsrance

or Ganee's Haopoloon, and is cutraged when the ministor calls to tell
him sbout the catastrophe; catching him in the paroxysms of his
passion. "You're bothoring me for a théng like that?" he shouts,

in tha funniest and most memorabls lina in the movia, It i= 2t
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this point that the mlnister eo=mits suleids end is found lying on

the ceiling,

And yot thie love 1= an endlassly intsrruptad obsessisn. Whan tha
lovers nre notadl divided by socliety, they manages to distrast themsalves,
_ erack their heads together, fall off chalrs, becoms frichtarsd, lose
Taay © Ilh_r:,;::l K tha track of their desire./ J The man, fumbling and elumsy with phssion,

a4
Hha Ll - ks

F‘ﬂnm-""? Lk suddenly bocomes interestad in the foot of a mearby status, He mishes
thas womnn with & pesture of impatisnce, ae 1T she werse n child potting
inhis wvay, 2nd steares fixedly at the stona foot, which at this momant
matters more than his love, which 1n turn matters more than thas

'Iﬂ:",-l'iq.

Tha foot returns to préminence whils ths man is talking to the

il
minister on the telaphona, The woman, felnting srdth frustratiow,

bapgins to suck the statue's toe, Flrst abstractedly and then with

risins amotion. Tha camars s shifts without sarnine ta tha

statue's cold,oclassical face, its unseaing eyas entirely indifferent

to tho buman twrmoil at its base. Tha shot el makes us lmogh,
Crarlos b o

nt i:-pél.—-_ﬂ distrasy, It is a banana peel for love, and a grim

jmaps of what love all too ofton amounts tor abjection on ons sids

and Irost on the other,

A Surrealist questionnaire sent out at the end of 1520 asked,
"Do you balisvs in ths viotory of admirable love over =ordid 1life or
of sordid life over sdmirable lovei" Hardly s neutral gquestion,
Hoot of the respondants tried to fiddle with the terms a bit but
came down firmly on the sids of admirable love. Pumel, who had




2ol

answored a serles of othor questlons serupulously and in detall,
pimply sald, "I don't know.," [Ho doessn't know who wins the battls,

he only knows that the battle 1s dire; that the heart, wvhlle perhap=
not made tok be broken, 1s brokernx om all the time, and not by an
olomontary exeternal opre named scolety,but by its own compllelty with
its omeronching enemles, In thls context tho woman's infidellty,
apart froxk belng a lnpse into that heary old myth, is prlapx perhaps
e sign of the reallty principle; the way things are when the romanco

and the rheterle dlas dovm,

The jokeas about movie space in An Andalusinn Dog are echoad in

Tha Goldan Area by & seriss of lmpresalve jokes about movie timae,

The four archbishops arrive without warning, or apparent maans of
transport; they dle and tarn to skeletons while the bandlt 15 tellins
his pals about them, At this polnt they

compatriots, martyrs for tha fature clity.

pecpla in twentleth century dress, it 1s explliclty sald to be founded

with unaceountable lataness: 1in 1930, tho dato of the fllm.

Filn narrative speclializes In the prosont tense, tut so does any
porformance, ps porformance. Whatover you road about hoppens, in
one clear sense, now, DPumel shifts the emphasis from the roceding
poerspactives bf imegined hlstory to tho corrent moment, the now of
movie house., And faclng that now, of course, 1s not mertal, consecutlive
doration tut the concocted time of fllm, with all thosze pops we

ordinarily £il1l with dreams of matural process, the time such things
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wouild talm, Qur eapaoity to naturalize the welird tarritory of ~
filn is almo=t unlimltad, Burmol doasn't want to protest aralnst
this fact; on the contrary, his movies rely on it. But bha doas want
to give our croving for comfortable 1llusion a hard ride; to tast cur
aimmzatle innocanca, Pumel's Tilms don't refor to themsolves in

ot leus

1, salf-ocnnsclous wny, Thay meroly make pakark, with a

any complicatac

brusque and impationt wit, that films are what thoy are,

Film, Bumiel o7 wrote, 1 o "victlm of tirme", meaning that
nothing datas fnst han a photesraphed world, and that only a
developed langunge of clnema will save 1its produets from "harmful

senescenca, Vhat thlis sugpesta, in the context of The Goldan Age,

is that Imperial Roma willl have to Be imnvented and can be smnwhers, tut
hat 1t 1s 1930, whatever contortions of disgulse you go in for - juwst

as Eonnie and Clyde, say, bolonges BN urmistalably to 1967, end not to the

poriod of Bonmie and Clyde. Flln 1s merciless in this respsct, will
not tolesrats the past, or the future, always batrays the prosence of
the prasent, The snag is that thnt present bocomes the past before

you know 1t, and Pumel's solntion, as early as Tha Colden Aps mnd as

late ms The Fhantom of Liberty, is to confasa all this, and Supggls with

it, to cure the infirmities of film with film's possibilities, This

is the opposite of time-trawel. It 1s because ve and thes movrle are
ineradicably here and now that thesa gamas are nmeing, pletures of a
freedon which thelr wvery form donlas; it is becnuse the movies are

movies that the games can be played at all,




Bumiel's mext fllm, a documsntary, Land Without Frand, leols

like a new direction, liad he sbandonad Surrenllsm complotely, as
Tony Rlchardson mipgeasts? We don't have to jump to comcluslons =

s

nalther to Nichardson's nor to Ado Eyrou's, who insists that land

Without Bresd Y"in no way diffars from Tha Goldan Apa™i "its renlism

15 tha sames, and tharefore its surrenlism too.®

Thera was a documantary streak to the movemant, which set up

[=

£ Hasaarch, and the attractlon of autooetin

Psychological

A Huresi o
writing was that it offered a means of discovery, not o mode of
1

10T, But nons of these efforts got wary fer; and by 1032

lvant
nning to separate himself from the Currenlist group,

while remaining on frisndly terms with its individual members. "I wee

baglnning not to agree," he wrota, "with that Eind of intellactnal

aristocracy, with 1tz artistlc and moral extremss, which izolated

us from tho world and limited us to ocur own company.”

Surrealisn had a last lesson for Dumel, though, mors radicsl and

more enduring than anything I have irndicated so far, and in this

further sense 1t does inform Loand Without Bread, and indsad all

of Buruel's subssquent fllms A lifelong Surrealist after all?

latiz sea.
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