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FILM AND LITERATURE

Bhagwat S. Goyal

Film as an art form of the age of mechanical reproduction
is & hybrid product of modern technology and man's aesthetic
imagination--a form that has borrowed freely from the existing art
forms like literature, theatre, dance, painting, architecture, music
and cinematography etc. Just a hundred years old, cinema or film
has brought out a revolutionary change in the way people perceive
reality, the way they see things, and the way they behave. The
all pervasive influence of film has outsiripped all other influences
of fine arts and culture on people's imagination. Literature, in spite
of being the oldest form of cultural communication, appears to
have receded in background in the face of the overpowering might
of cinema. Though the printed word Is still held in awe and
reverence as a symbol of God, the image itself has become a
new kind of word to hold people in its thrall. Just as the word
entices us with its magic, the image captivates us with its even
. more sensuous magic.

While literatura remains hitched to a kind of ethereal al ~‘rac-
tion to communicate its meaning, cinema carries us off our feet
by the power of its sensuous images and meledic as well as
disruptive sounds. While only those who have a highly developed
aesthetic sensibility and philosophical depth can understand and
appreciate literature, cinema can he enjoyed by all and sundry,
irrespective of their level of literacy. Thus literature remains by
and large an elitist form of art within the reach and comprehension
of highly literate people alone while cinema Is a truly democratic
form of art that reaches out to the least literate and even the
poorest. That is not to say that cinema does not require high levels
of aesthetic literacy. But popular cinema Is so direct and gross
in its message-making skllls that even the dumbest of them all
would not miss the point of the visually stunning language of
entertainment.

The enduring secret of the popularity and power of cinema
lies mainly in its visual range, tha exirame mobility of its images
and the fluidity of its shot compositions. Commenting on the power
and atiraction of the visual, Fredric Jameson says: "The visual
is essentially pornographic, which Is to say that it has its end in
rapt, mindless fascination.”' Explaining it further, he writes: "Por-
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nographic films are thus only the potentiation of films in general,
which ask us to stare at the world as though it were a naked body."
Thus the visuality of cinema holds viewers In “rapt, mindless
fascination." Moreover, flims In general, ask us to stare at the
world, as though it were a naked body. Cinema allows the viewers
not only to taste the forbidden fruit, but also to reach the unreach-
able, to enter the bedrooms of the great and the mighty, to see
the spectacles of war, to experience and see vicarlously all that
they cannot hope to see even In their wildest dreams.

Accounting for the phenomenon of the world becoming a
‘naked body’, Jameson says that "......our society has begun to
offer us the world--now mostly a collection of products of our own
making--as just such a body, that you can possess visually, and
collect the images of."*Referring to the possibility of constructing
an ontology of the visual, the says: "Were an ontology of this
artificial, person-produced universe still possible, it would have
to be an ontology of the visual, of being as the visible first and
foremost, with the other senses draining off it; all the fights about
power and desire have to take place here, between the mastery
of the gaze and the illimitable richness of the visual object.”*

Having appropriated all forms of art to its advantage and
apparently moving for ahead of the territory of literature, cinema,
nevertheless, remains firmly anchored in certain aesthetic tradi-
tions and practices of literature. Soviet film maker, theoretician
and guru of several generations of film makers, Sergei Eisenstein,
was able to perceive that great literary artists had already visualised
the elements that would make the components of film art. Quoting
extensively from writers like Milton, Shakespeare and Dickens,
he shows the presence of the etaments of montage, camera shots
and angles etc. in thelr works. In "Dickens, Griflith and the Film
Today," he writes: "What were the novels of Dickens for his
contemporaries, for his readers? There Is one answer: they bore
the same relation to them that the film bears to the same sirata
in our time."® Accounting for the popularity of Dickens' characters
and the characters of cinema, he perceivas a special relationship
belween them: "Perhaps the secret lies in Dickens' (as well as
cinema's) creation of an extracrdinary plasticity. The observation
in the novels Is extraordinary--as Is thelr optical quality. The
characters of Dickens are rounded with means as plastic and
slightly exaggerated as are the screen heroes of today. The
screen’s heroes are engraved on the senses of the spectator with
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clearly visible traits, its villains are remembered by certain facial
- expressions, and all are saturated in the peculiar, slightly unnatural
radiant gleam thrown over them by the screen.”*

Eisenstein has also traced the origins of the film concept of
montage to certain literary technigues used by various writers.
He makes particular mention of Lewis Carroll's concapt of the
‘portmanteau word’, of *two meanings packed Into one word like
a portmanteau.” Carroll wrote In the conclusion of his Introduction
to The Hunting of the Snark: "For instance, take the two words
‘fuming' and ‘furious’. Make up your mind that you will say both
words, but leave it unsettied which you will say first. Now open
your mouth and speak. If your thoughts incline ever so little towards
‘fuming', you will say ‘fuming-furious’; if they turn, by even a hair's
breadth, towards ‘furious’, you will say ‘furious-fuming’; but if you
have that rarest of gifts, a perfectly balanced mind, you will say
‘frumious”.”’

The proponents of a new kind of cinema, which they choose
to call living' or ‘direct’ cinema, however do not approve of the
literary heritage of cinema, specially that which is concermned with
the language of cinema, because they believe that there can be
no fixed rules of the grammar of cinema, as they would only hamper
creative, dynamic and original film-making. Louis Marcorelles in
his book Living Cinema observes: *The heavy literary heritage
that has weighed for so long on the cinema is shown in a whole
battery of stylistic figures--metaphors, symbols, ellipses....The
desire to codify a ‘film language', starting from a group of fun-
damental rules, makes one think that a film has got to he made
according to technical rules on cutting, direction and montage,
rules established in the very early days of cinema.**

It for some experimantal film-makers the literary heritage of
cinema is a kind of obstacle there are several others who make
creative use of the techniques and concepts bequeathed by
literature. Though the films fall in various categories like docu-
mentaries, ad films, news flims, educational fiims, experimental
and abstract films etc., It Is the narrative fiim which retains its
closeness 1o |iterature. As Morris Bela aptly observes: "Still, it is
the story film that has been at not meraly the economic but the
artistic heart of the film world. And the fusion of story and cinema
places film art in the continuing tradition of such narrative forms
as myth, the folktale, the epic, and the novel."*
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There is no denying the fact that film is essentially a visual
art. But it does not mean that its story-telling aspect can be ignored.
Many a time visuals In a film convey much more than can be
conveyed by the words or dialogues spoken by the characters
in it. Yet the visuals also constitute a kind of narrative that creates
movement in the film. Some critics like Erwin Panofsky are so
staunchly enamoured of the visuals that they feel that anything
which detracts from their centrality In a film is intrusive. So
Panofsky ‘writes in his assay "Style and Medium in the Motion
Pictures® that whenever such elements as "a poetic emotion, a
musical outburst, or a literary conceit....entirely lose contact with
visible movement, they strike the sensitive spectator as, literally,
out of place."” When a literary classic is sought to be turned into
a movie, the film maker has to ensure that what appears merely
as words in the book must acquire visuality in the film. Realising
this, the well known novelist F. Scott Fitzgerald in a lecture on
movies said that while "a writer's instinct is to think in words,”
the words must be tumed "into visual images for the camera...for
on the screen, seeing is believing, no matter what the characters
say." "

The relationship between film and literature has remained
somewhat ambivalent and uncertain. While there are film makers
who inisist on the close relationship between film and literature,
there are others who deny the possibility of any relationship
between them. Film-making being a group effort, a film does not
carry the distinct signature of any one--not even of the director
who may provide the unifying link to an otherwise diverse exercise
by various hands. But a literary work is usually the product of
a single mind, unless there is joint authorship which is rare indeed.
Evenin respect of the exploitation of the medium, film and literature
remain distinct arts. Narrative film may find creative sisterhood
in narrative literature, but the two art forms do not seen to share
much of common interest or perception. Internationally renowned
Swedish film-maker, Ingmar Bergman, rightly claims that *film has
nothing to do with literature; the character and substance of the
two art forms are usually in conflict.” ** Similarly, American writer
Norman Maller asserts that "film and literature are as for apan
as, say, cave painling and a song."" But the influential media
critic, Marshall McLuhan seems to think otherwise. He says that
‘the close relation...between the reel world of film and the private
fantasy experience of the printed word is indispensable to our
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Western acceptance of the film form...Film, both in its reel form

and in its scenario or script form, is completely involved with book
culture.* "

If we examine the above statements a litlle more closely, we
shall reallse that they are marked by a clear logic of form as well
as of substance. The character and substance of film art are
dependent on the nature of the medium and the condition of its
communication. Film, as we have already observed, is made
possible by the efforts of so many people with diverse
lalents--story writer, script-writer, lyricist, music director, playback
singers, fight-director, dance director, camera-men, director of
photography, dialogue writer, sound-recordist, editor, actors, ac-
tresses, extras, producer and director etc. Because of this, a film
is more like a richly-woven tapestry revealing the fruits of the
combined labour of so many artisans. Moreover, a film is a visual
and aural simulation of the real world—-it's a reel version of the
enactment of the film-maker's version of the real world. As the
basic aim of a film-maker, at least of a commercial film-maker,
is to make as much money as possible, his reel version is
embellished with glamour and glitz, based on the manipulation
of the basic instincts of man pertaining to sex and violence. ‘It
is the actual visuals and sounds that determine the substance
of a film. These visuals and sounds have a direct impact on the
viewer; his sense-perceptions are literally bombarded, leaving him
in the grip of primal passions. The conditions under which the
films are viewed--namely, in a darkened theatre where hundreds
or thousands of people watch the luminous dance of shadows
that navertheless looks like the performance of real, flesh-and-
blood persons--make films look like tricks of magic or the very
substance of dreams. This dream-like or magical character of films
leaves a more lasting impression than a piece of literature which
at best can evoke memories through the magic of language.

However, there have been writers of high calibre like
Shakespeare, Dickens and Conrad, who cculd incorporate the
functions of cinema In thelr literary products. Joseph Conrad, in
his much-guoted "Preface” to The Nigger of the Narcissus (1896)
wrote: "My task which | am trying to achleva is, by the power of
the written word, to make you hear, to make you feel--it is, before
all, to make you see. That--and no more, and it is every thing."™
These words of Conrad were subsequently echoed in a statement
of the path-breaking film-maker, D. W. Griffith: *The task I'm trying
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to achieve is above all to make you see.”" The goal that Conrad
had set for himsell as a writer of novels and short stories is much
nearer the goal of a film maker: "To arrest, for the space of a
breath, the hands busy about the work of the earth, and compel
men entranced by the sight of distant goals to glance for a moment
at the surrounding vislon of form and colour, of sunshine and
shadows: to make them pausa for a look, for a sigh, for a smile-
-such is the aim, difficult and evanescent, and reserved only for
a very few to achieve.""

Conrad's insistence and stress upon the vision of form and
colour *is in no way different from the aim of a film-maker, who
actually presents the sight of form and colour before the viewer.
The literary artists like Conrad had thus envisioned a cinema of
the mind, bringing to bear a creative relationship between literature
and cinema. Even when literature and film appear to be aris
belonging to two altogether different realms, they seem to share
certain human and aesthetic concerns which link them in a fas-

cinating way.

In contrast to the views held by Bergman and Mailer regarding
. the distance and incompatibility between film and literature, there
- are film-makers like Griffith, Eisenstein, Resnais, Fellini and others
who are proud to acknowledge the literary sources, roots and
ramifications of their films. Writers like Tennessee Williams had
adapted cinematic techniques to their own works. Sergei M.
Eisenstein in his book Film Form has compared the technigues
employed by the American film-maker D.W. Griffith, with those
used by the English novelist Charles Dickens: "Let Dickens and
the whole ancestral array, going back as far as the Greeks and
Shakespeare, be superfluous reminders that both Griffith and our
cinema prove our origins to be not solely as of Edison and his
fellow inventors, but as based on an enormous cultured past; each
part of this past in its own moment of world history has moved
forward the great artof cinematography. Let this pastbe a reproach
to those thoughtless people who have displayed arrogance in
refarence to Iiterature, which has contributed so much to this
apparently unprecedented artandls, inthe first and mostimportant
place: the art of viewing--not only the eye, but viewing--both
meanings being embraced In this term," "

Morris Beja speaks of the widespread conviction that “film
is essentially closer to the novel than to drama. In both film and
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prose fiction, the finished product Is always the same. People who
buy a copy of Dickens' Great Expectations in the twentieth century
get different binding and pages from the person who bought it
in the ninsteenth century, but they have a right to assume they
are getling exactly the same words--the same novel if not the
same 'book’. The person who saw John Ford's The Informer in
the 1930s watched the same film as the person who sees it today-
-or the parson who will see it in the twenty-first century, for that
matter. In contrast, every theatrical production of a play--even of
an ancient Greek tragedy-is brand new.""

I novel and film have the commonality of sameness through
time, they have their own sets of conftrasting limits. George
Bluestone in his book Novels into Film has contrasted and defined
the limits of these two art forms in terms of their ‘'modes of
consciousness' and in terms of the problem of ‘time-flux.' His views
provide some useful insights into the nature of relationship be-
tween novel and film. Commenting on the growing ‘inwardness’
of the modern novel, Bluestone quotes E. M. Forster: "...it is the
function of the novelist to reveal the hidden life at its source."®

Bluestone then refers to the views of Howard Mumford Jones
regarding the central problems which have plagued the modern
novelist: "...the verbal limitations of non-verbal experience; the
dilemma of autobiographical fiction in which the novelist must at
once evoke a unique consciousness and yet communicate it to
others; the difficulty of catching the flux of time in static language.*®
In this increasingly subjective novel "after images fished out of
the stream of past time...substitute a kind of smouldering dialectic
for the clean impact of drama®®

Bluestone also refers to the views of Bela Balazs to under-
score the fundamental difference between film and novel, the
former being a presentational medium, while the latter is a discu-
rsive form. "...the film, being a presentational medium (except for
use of dialogus), cannot have direct access to the power of
discursive forms. Where the novel discourses, the film must
picture.”* Because of this, says Bluestone, "The rendition of men-
tal states--memeory, dream, Imagination--cannot be as adequately
represented by film as by language. It the film has difficulty
presenting streams of consciousness, it has even more difficulty
presenting states of mind which are delined precisely by the
absence in them of the visible world. Conceptual imaging, by
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definition, has no existence In space. However, once | cognize
the signs of a sentence through the conceptual screen, my con-
sciousness is indistinguishable from nonverbal thought. Assuming
here a dilference between kinds of images-between images of
things, feelings, concepts, words--we may observe thal concep-
tual images evoked by verbal stimuli can scarcely be distinguished
in the end from those evoked by nonverbal stimuli. The stimuli,
whether they be the signs of language of the sense data of the
physical world, lose their spatial characteristics and become
components of the total ensemble which is consciousness."

It is obvious here that the non-discursive, spatial and pre-
sentational medium of film cannot match verbal language in the
rendition of memory, dream or imagination. Therefore, Bluestone
observes further: “....the film image, being externalized in space,
cannot be similarly converted through the conceptual screen. We
have already seen how alien to the screen is the compacted
luxuriance of the trope. For the same reasons, dreams and
memoaries, which exist nowhere but in the individual conscious-
ness, cannot be adequately represented in spatial terms. Or rather,
the film, having only arrangements of space to work with, cannot
render thought, for the moment thought is externalized it is no
longer thought. The film, by arranging external signs for our visual
perception, or by presenting us with dialogue, can lead us to infer
thought. But it cannot show us thought directly. It can show us
characters thinking, feeling, and speaking, but it cannot show us
their thoughts and feelings. A film is not thought; it is perceived.™

The depiction of time-flux beth in novel and film poses certain
insuperable problems. Since the language consists of bounded,
discrete units, it cannot satisfactorily represent the unbounded and
continuous. The near-impossibility of freeing fiction from the hold
of time was expressed by E. M. Forster when he spoke about
Gerirude Stein's attempt to emancipate fiction from the tyranny
of time: "She fails, becauss as soon as fiction is completely
delivered from time it cannot express anything at all.*™

Like the novelist, the film-maker also faces the problem of
how to render the flux of time. "Plctures have no tenses™, says
Balazs. "Unlolding in a perpetual present, like visual perception
itself, they cannot express elther a past or a future. One may argue
that the use of dialogue and music provides a door through which
a sense of past and future may enter. Dialogue, after all, is
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language, and language does have relerential tenses. A character
whose face appears before us may talk about his past and thereby
permeate his presence with a kind of pastness. Similarly,... music
may be used to counterpoint a present image (as in High Noon
and Alexander Nevsky) and suggest a future event. In this way,
apparently, a succession of present Images may be suffused with
a quality of past or future.*”

The visuals in a film are generally so overpowering that the
viewers get trapped in them to the relative exclusion of sounds
that may be generated to their accompaniment. Bluestone gives
an example from the popular Hollywood film On the Waterfront
to illustrate this point. He writes: "When Terry Malone tells Eddie
about his childhood in On the Waterfront, the present image of
his face so floods our consciousness that his words have the
thinnest substance only. The scars around his eyes tell us more
about his past than any halting explanation. This phenomenon
is essentially what Panofsky calls the 'principle of coexpressibility’,
according to which a moving picture--even when it has learned
to talk--remains a picture that moves, and does not convert itsell
into a piece of writing that is enacted. That is why Shakesperian
films which fail to adapt the fixed space of the stage to cinematic
space so often seem static and talky."™ "In the novel®, says
Bluestone further, *the line of dialogue stands naked and alone;
in the film, the spoken word is attached to its spatial image.”
Though there is an igextricable fusion of sound and sight in a
film, the act of seeing remains primary. At times, films can also
provide us a kind of spatial analogue for the flux of time, as "the
transience of the shot falls away before the sweeping permanence
of its motion.” * But this illusion cannot be maintained for long.

Bluestone provides a usable distinclion between novel and
film, which provides us some useful insights into the nature of
relationship between the two. He writes: "Both novel and film are
time arts, but whereas the formative principle In the novel is time,
the formative principle in the film Is space. Where the novel takes
its space for granted and forms its narrative in a complex of time
values, the film takes Its time for granted and forms its narrative
in arrangements of space. Both film and novel create the illusion
of psychologically distorted time and space, but neither destroys
time or space. The novel renders the lllusion of space by going
from point to point in time; the film renders time by going from
point to point in space. The novel tends 1o abide by, yet explore,
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the possibilities of psychological law; the film tends to abide by,
yet explore, the possibilities of physical law."™

Some writers and critics have ralsed the bogey of the supe-
riority of film to Iiteratura or vice versa. Film and literature being
distinct arts in their own right, the question of superiority of one
over the other is irrelevant and uncalled for. Yet a critic like Edward
Murray in The Cinematic imagination insists that neither Balzac
nor Tolstoy could cause us to 'see’ a face "as vividly as a movie
camera can."®Murray then goes on to say that this direct "pal-
pability' of cinema confers on it a superiority: *"Walching a film
story is ordinarily a less reflective but a more moving experience
than reading a novel."™ Yet, contrary to this, some perceptive
critics beliave that cinema is impossible without good literature.
Andre Bazin, for example, says that Cilizen Kane "would never
have existed" but for Dos Passos. »Wagner himself believes that
"cinema is at its most convincing when it declines to be a dramatic
mode and leans, rather, on its immediate antecedent in the
aesthetic representation of reality (or irreality)--namely the novel."®
He goes on to say: "Peter Robeck's The Great Director, produced
by John Boorman for BBC West in 1966, demonstrates that, iike
Joyce, Griffith anticipated almost everything available to his new
medium--even, at one point, Cinemascope or the wide screen,
a purely visual emphasis. Seen today, much of the Babylonian
material in Infolerance appears indebted to the paintings of Jean-
Leon Gerome, but in general all the close-ups, angle-shots,
flashbacks, and other devices of narrative are already in the
novel."*

The inextricable mixture of fact and fiction and a wide-ranging
inclusion of existing techniques in both novel and cinema have
evoked some Interesting observations from Wagner, He writes:
“If the novel lacked definition at the start, 50 does tha film now.
This puts an onus on both. Nietzsche saw the Socratic dialogue
as the principal pattern of fiction, ‘viewed as the Aesopian fable
raisedto its highest power.' Narrative fiction soon came to assume
the terms of all previous written matter, eventually including the
poem Itsell. Andre Glde, claiming the rights of literature to destroy
itself, put the form finally In question by stepping out of The
Counterfeilers and asking, In a word, quite what the point was
in continuing. At the inception of fiction we find a host of imag'irlar'f
voyages, travel diarles, plrale romances, picaresque tales, 50
intermingled that it is becoming increasingly hard to sort out the
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fiction from the fact, or vice versa. If fact was fabricated in narrative
prose of this lime, source studies are now abundantly documenting
a feedback in the operation as pedants carry off, ant-like in their
jaws, prize morsels of fact from the fiction.”*

Tuming to cinema, Wagner writes: "The cinema has been
equally baset by this width of reference, one which is knowingly
reported, for its day, in Citizen Kane. Poelry, travel, the newsreel,
interview, now the rock documentary, plus drama, the comic strip,
history, science-fiction--all press to be accommodated in the going
public medium. There has ever been a recent mirror-image attempt
by Woody Allen to dur'cate TV techniques in cinema. Nor is it
always realised that film has to put on, without 'putting on' as it
were, the new and ever more ardent sexuality.”*

In spite of all advances that film has made, it could be said
that it "emerged in literature before it did on screen. The contra-
puntal techniques of Kane are long anticipated by Hamsun, Joyce,
Conrad and Gide, and in comparing his approach with that of
Kurosawa in Rashomon, Welles said no more than that both derive
from fiction. For Rashomon Kurosawa used Ryunosuke
Akutagawa's story ‘In a Grove'. It was in camera technique--in
Kurosawa's case, the brilliant tracking shots through the forest-
-that both directors excelled.”™

Wagner forwards an interesting proposition that ‘A culture
obtains the art form it desires. Speaking of film as an art form
he says: "Film is the art of a technocracy, and a technocracy is
ineluctably narrative. In his valuable Literafure and Film Robert
Richardson suggests that ‘if sclence and technology have become
the forms for much of the creative energy of the twentieth century,
then we should not be surprised to find the maotion picture, that
child of the machine, of the physics of light, and of the chemistry
of film, one of the most vital, if indeed not the most vital, of the
modern arts.' Amold Hauser Is brought to the bar In support-- ‘The
film Is, moreover, an art evolved from the spiritual foundations
of technics."™*

Psychologlical elements also play a significant role in dafining
the relationship between film and literature. *The novel was written
in a.room alone by one who addressed another reading the result
in a room alone. ...In the cinema the viewer came to sit isolated,
comfortable, warm, in the dark, far more on his own than in the
theatre.”" In its treatment of time a fllm has a greater affinity
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with a dream: “...the film is psychologically far closer to a dream
than almost any other art form. Its handling of time alone evinces
this. Inaction is much less tolerated than on the stage or, for that
matter, in real life. Film's liberty with time Is total and can be both
pleasing (as a source of relief from an element that constricts us)
and frightening (as chaos when divorced from its usual unity).
Cinema makes an all-out assault on the way in which we structure
ourselves temporally. And It was guided into this by fiction, rather
than drama.®*©

The psychological implications of form in novel and cinema
have a tremendous social significance. *If cinema is a waking
dream, it evokes identifications with an immediacy and intensity
that threaten us very deeply. The form of a novel is internal, inside
its own content as it were, and thereby throws up a defence against
the fears and anxieties its subject matter arouses. For Robert
Gorham Davis fictional form achieves this most clearly by ‘the
way it returns upon itself instead of merging with the world outside.’
In cinema the line between our own psychic life and that of the
characters on the screen is less clearly drawn."“

What are the relstive effects of cinema and literature on human
consciousness? Rouert Brown, who saw the film version of a real-
life story To Die of Love also, observed: "The printed word had
led me much more deeply into all this, told me more about the
passions and the laws involved than the images on the screen.'
But both fiction and film can have a cathartic effect on the reader
or audience: *Fiction is a secondary world which helps us to enjoy
what Freud called ‘substitute gratification’ and so satisly desires
and reduce tensions. Great films also absorb tensions but they
do not require the same kind of participation. In reading a novel
we must translate a symbol on a printed page; in a film people
and things pass before our gaze as literally as they do in the
primary world. Hence, fictlon can allay anxieties and desires
because it requires an active mental effort of engagement.*

The effect of a film or a novel on a person depends to a large
extent on the receptive frame of mind he has. If he has sirong
urges to do something else he will not be able to sit to read a
novel. In the case of a film, however, he may experience it without
having to make much effort on his part. Geolirey Wagner cites
Simon Lesser, whoinhis Fiction andthe Unconscious, hypothesises
that "no one in a strong state of sexual desire feels like settling
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down to an evening with a book. Much depends on the character
of the work, but in general Lesser's observations hold: 'Even when
one is somewhat disturbed, one may be able to become absorbed
in & movie or a fast-moving thriller but not, let us say, in a typical
nineteenth-century English novel. When anxiety or instinctual
pressure becomes too urgent, however, no form of fiction is likely
to engage or hold one's interest. A certain degree of freedom from
anxiety and instinctual pressure is necessary before one is likely
to want to read or can enjoy reading.™® Film's lllusion does not
always make this competition with another area of discourse, that
is to say, its images are not asking to be translated into words.
In this respect it is a 'hot’ medium, in McLuhanese, whereas
language is cool and one can walk around in it." 7

A new dimension of the relationship between film and literature
arises when we look at the films based on literary works. Almost
all the great classics of the Western world have been filmed by
some enterprising film-makers. From a ninety-minute filmto a four-
hour film--that's the time span covered by film-makers in filming
shorter novels like those of Jane Austen to the novels of epic
proportion like Tolstoy's War and Peace. The time element plays
a significant role in the relative enjoyment, appreciation and critical
evaluation of film and literature. While the duration of a film
generally does not exceed two hours, the reading of a novel may
take several hours. Moreaver, the film image passes before the
viewer's eyes only once, giving him little time for reflection. But
a book can be read again and again, in parts or whole, according
to the reader’s convenience. Because of this time constraint, the
film maker has necessarily to prune a literary work to suit the needs
of the film. In this process, the literary work becomes only a prop
on which the film Is raised. Realising this, the Soviet film-maker
Pudovkin, who made a memorable film based on Maxim Gorky's
Mother, wrote: "The theme is almost always the most that one
can take from a literary work in changing it Into a screenplay...The
development and treatment of the plot of a literary work (especially
in the hands of a great master) are the result of purely literary
methods. Their translation to the screen Is quite impossible.™
Taylor quotes Pudovkin further to stress the point that If the power
of a literary work was achieved by literary means, the strength
of a film lay in its use of cinematographic ineans: *An example:
the shattered and exhausted mother. Her exhaustion is undearlined
by photographing her from above so that it looks as if this ex-
haustion is driving her into the ground: Light was used in the same
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way. The father, an enormous man, takes hold of a fragile object-
-the clock. llluminated from below, he casts an enormous shadow,

and this produces the necessary effect.”*

Touching upon this problem, Wagner asks: "Do films of
Shakespeare make the originals ‘come alive’? Do they fulfil
Pudovkin's famous criterion, that they have not photographic but
cinematographic essence'? Language as we know it is sequential
and while cinema can confer a certain degree of simultaneity of
time in space, the entities are not as disparate as certain theo-
reticians, like Bluestone, have attempted to propose ('the filmed
novel, in spite of certain resemblances, will inevitably become a
different artistic entity from the novel on which it is based."). This
can be seen in the fact that one can virtually make the same film
again, but not the same novel. It is a question of Coleridge's
primary and secondary imaginaticns. Each age, it is said, needs
its own translations: Broadway turned All about-Eveinto Applause,
the Mayerfing and Mary, Queen of Scots remakes are notoriously
legion; and John Huston made The Maltese Falcon only after two
previous failures."* ;

Films and literature have affected each other mutually. They
have even adopted some common devices like montage and
flashback. But, says Beja, "when a cinematic device is adapted
for written literature, the effect is often quite dissimilar. Aflashback,
for example, can be handled in a novel so that we are constantly
aware that it is to be seen as an element out of the past; that
is harder to accomplish in a film since, as Bela Balazs observes,
‘pictures have no tenses'--which means that they are, in effect,
always in the present tense. As Robbe-Grillet says in the intro-
duction to his script for Last Year al Marienbad, 'the essential
characteristic of the image Is its presentness. Whereas literature
has a whole gamut of grammatical tenses....by its nature, what
we see on the screen is in the act of happening, we are given
the gesture itself, not an account of it."*' Thus the presentness
of the image somewhat limits its force, In spite of its visual power,
whereas the mulliple tenses of literature make it an extrernely
poweriul expression of human experience and human potentiality.

Siegfried Kracauer, in his brilliant book Theory of Film, which
he sublitles as ‘The Redemption of Physical Reality," has dis-
cussed some similarities and dissimilarities between film and
novel. Speaking of similarities, ha says that 'like film, the novel
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tends to render life in its fullness.’ Explaining it further, he says:
"Great novels, such as Madame Bovary, War and Peace, and
Remembrance of Things Past, cover vide expanses of reality.
They aim, or seem to alm, at unfolding life on a scale which
exceeds their intrigue proper. So does film. This glaring similarity
between the two media Is corroborated by the fact that in the novel
too the story turns out to be a double-edged proposition.”™ He
then continues: *No doubt it Is indispensable for the novel, if only

-as a thread through the maze of life. Yet much as it is needed,
it threatens to substitute an ordered sequence of events for life's
unfathomable contingencies and thus to blur, in E. M. Forster's
words, the 'finer growths' it is supposed to bring out...Accordingly
in creating a dramatic intrigue the novelist, as well as the film
maker, is faced with the difficulty of reconciling two divergent, il
not opposite, requirements.” ®

Pointing out to another similarity Kracauer says: ‘like film, the
novel aspires to endlessness” "The novel's tendency toward
endlessness is of a piece with its inherent nostalgia for the vast
spaces of life. George Lukacs inhis Die Theorie des Romans...says
this is so because of the place the novel occupies in the historical
process, as he conceives of it. His theclogical outlook on history
leads him to assign the novel to a different era from that of the
epic. The latter era he identifies as an age filled with significance-
-an age in which the notion of chronological time is still powerless
because all humans and objects are oriented toward etemity and
vritually partake of it. The novel on its part is the form of expression
of a later age which no longer knows of ultimate meanings, so
that the life it contains--the very life rendered by the novel--does
not manifest itself in a rounded-out cycle of eternal presences
but evolves in chronological time without beginning and end...This
concern for endlessness has repercussions affecting the course
of the story. The novelist naturally wants to bring his story to a
conclusion which will put the seal on its wholeness. But in genuine
novels it is precisely this conclusion that makes the reader leal
uneasy; it strikes him as an arbitrary intervention, cutting short
developments that might, or Indeed should, be carried on and
on."*

What are the implications of these similarities between film
and novel? According to Kracauer: "I these resemblances be-
twean the two media were alone declslve, the novel would indeed
be a cinematic story form. Yet novel and film also differ from each
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other: formal properties are anything but Identical. And the worlds .
to which they reach out do not coincide either. What exactly is
the nature of these differences? And are they strong enough to
neutralize the existing similarities?"*

French aestheticlan, Etienne Souriau, has mentioned four
structural properties of the novel which giubbamlr resist trans-
lation into lnlnamatﬁ: language. These properties show in the
novel's dealings with the elements of time, tempo, space and the
angle of approach. Of these the elements of time and angle of
approach deserve more consideration. Referring to Souriau's
views, Kracauer says: "Souriau contrasts the novel's flexibility in
handling all imaginable modes of time with the rigidity of films.
Thus the novelist may characterize some action as a customary
one, be deliberately vague about the moment of its emergence,
interrelate things present and past whenever he wants to, elc.
All this film cannot do. What appears on the screen has inevitably
the earmarks of an actual event. The only means by which film
can evoke the past is the flashback--which Souriau calls a pretty

clumsy device."™

The cinema may not be able to explore time with the sov-
ereignty of the novel, but it is nonetheless much more flexible
than is generally admitted. Kracauer cites an example from Satyaijit
Ray's landmark film Pather Panchali, based on a famous Bengali
novel, to illustrate the flexible handling of time in cinema: "Pather
Panchalipresents a chronologically ordered sequence of episodes
in such a way that the spectator feels continually urged to relive
what has gone before. His imagination moves to and fro, weaving
the fabric of a time which has little in common with that of the
sequence. And steeped in this inner time, he is no longer able,
nor does he any longer care, to establish in chronological time
the events that pass across the screen. They drift, unlocalizable,
through a temporal realm in which the past and the present
inextricably fuse with each other."” He gives another example
of manipulation of time in Akira Kurosawa's classic film Rashomon:
"The plctorial reconstructions of the alleged crime in Rashomon
are so executed and Interlinked you cannot follow them without
acutely realizing their relevance to the ongoing search for truth
These retrospects are part and parcel of the present.™ He believes
that “Films may even achieve what seems exclusively reserved
for the novel: they may show a character in company with the
people he recollects....Evidently, the different treatment of time
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in novel and film Is only a difference in degree, not in essence.™

. Regarding the'angle of approach’ Sourlau has pointed out that

the novelist is at liberty to place himsell Inside any of his characters
and, accordingly set the outer world, or what then appears of it,
in the perspective of the latter's Inward being. Film on its par,
the author continues, Is incapable of proceeding from this par-
ticular angle of approach. The camera cannot achieve complete
identification with a screen character In the fashion of the novel,
all that it can do Is to suggest intermittently what he sees and
how he feels about it."®

Kracauer belleves that Souriau underestimates the potenti-
alities of film: "Even granted that the film maker is much less free
than the novelist to become one with a character of his choice,
he may go far in giving the impression ol such mimetic transfor-
mations."* He asserts therefore that inwardness is not entirely
inaccessible to film. Kracauer than observes that novel and film
also embrace different worlds. Speaking of the material and the
mental continuum that these differing worlds represent, he ob-
serves: "The fact that both film and novel feature the flow or stream
of life does not imply that they focus on the same aspects of it.
As mentioned earlier, film gravitates toward a kind of life which
is ‘still intimately connected, as if by an umbilical cord, with the
material phenomena from which its emotional and intellectual
contents emerge.' Cinematic films, that is, capitalize on the
suggestive power of these phenomena to convey all that which
is not visible and material. In DIARY OF A COUNTRY PRIEST,
for instance, it is the allusive expressions of the young priest’s
face rather than his explicit diary entries, which succeed in evoking
and impressing upon us his spiritual struggles and sufferings;
everything here hinges on the transparence to beliefs and values
of a physical entity. Life, as captured by the camera, is predomi-
nantly a material continuum.”®

What is the nature of the world predominantly represented
by novel? "To be sure," says Kracauer, "the novel too is frequently
engrossed In physical existence--faces, objects, landscapes and
all. But this Is only part of the world at its command. A composition
is words, it Is able, and therefore disposed, direclly to name and
penetrate Inner-life events that range from emotions to ideas, from
psychological conflicts tointellectual disputes. Practically all novels
lean toward internal developments or states of being. The world
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of the novel is primarily a mental continuurn. Now this continuum
often includes components which elude the grasp of the cinema
because they have no physical correspondences to speak of.
Unlike the country priest's spirituality, they cannot be intimated
by facial expressions or so; there Is nothing in camera-reality that

would refer to them."®

The near impossibility of filming the mental universe of a novel
is illustrated by Kracauer with reference to Proust's famous novel
Remembrance of Things Past. He writes: “That life, as depicted
in literary narratives, may always extend into cinematically
irreproducible regions, is strikingly illustrated by the Proust novel.
Somewhere in the part entitled The Captive Marcel describes
himself as lying awake at dawn and listening to the cries of the
street vendors that penetrate his bedchamber. So far this episode
seems predestined to be filmed. Yet Proust details the hawker's
stereotyped exclamations and intonations mainly for the sake of
the memories they evoke in him. They remind him of Gregorian
chants. Accordingly, the episode leads up to comparisons between
the Paris sireet cries and these liturgical divisions. But in thus
weaving the infinite fabric of observations and recollections in
which his life fulfils itself, Proust evolves a continuity impervious
to the camera."™ He, therefore, reaches the conclusion that "Any
attempt to convert the mental continuum of the novel into camera-
life appears to be hopelessly doomed.”®

Yet there are novels that can be turmned into good films. In
spite of the fact that the novel is not a cinematic literary form,
as Kracauer belives, some novels like Zola's Gervaise have been
made into brilliant films. Commenting on this novel and its film
version, Kracauer says: "The novel is a boon to adapters. In fact,
it is so saturated with photographable things, events, and rela-
tionships that Aurenche-Bost and Clement can afford to venture
further into the psychological dimension than Zola did without
deserting the material continuum he establishes. Aside from other,
less imporiant changes, they tone down his emphasis on socio-
logical revelation--stulf eminently suitable for the screen--and
feature instead Gervalse's vallant effort not to let herself be
contaminated by the decay about her, Thus they create a heroine

with a touch of human depth."®

The film version of Gervaise, diracted by Clement, is both
good Zola and good cinema. Stressing this, Kracauer writes:
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"...Gervaise is pure Zola and good cinema to boot. That its truth
- 1o the medium goes together with loyalty to the novel must be
laid to the latter's indestructible cinematic substance. The major
strands of tho story, as well as the description of contemporary
milieus, are easily woven into the broad pictorial continuity; and
the scenes of violence and animal horror In particular turn out
to be genuine film material. In the case of these scenes which
seem to come into their own when they are transferred from word
to image the iranslation surpasses the original in impact and
indeed aesthetic adequacy. Only the camera is able to record
dispassionately the repulsive spectacle of the delirious Coupeau
wrecking the laundry shop and tumbling down with the cupping
glasses on his back. Of course, all this is not to underestimate
the director's sensibility, which shows, forinstance, in his exquisite
handling of the child Nana. Nor should it be forgotten that Gervaise
benefits by being located in that period of the past which still

reverberates in our early memories and therefore favours cin-
ematic treatment.*®

The relationship between film and novel and film and drama/
theatre has been analysed by various perceptive critics and
commentators from various angles and perspectives. The literary
moorings of film have usually been traced in novel and drama
as these latter provide narrative and dramatic vigour to it. James
Monaco, in his influential book How to Read a Film: The Ar,
Technology, Language, History and Theory of Film and Media
observes: "The narrative potential of film is so marked that it has
developed its strongest bond with the novel, not with painting,
not even with drama. Both films and novels tell long stories with
a wealth of detail and they do it from the perspective of a narrator,
who often interposes a resonant lavel of irony between the story
and the observer. Whatever can be told in print in a novel can
be roughly pictured or told in film (although the wildest fantasies
of a Jorge Luls Borges or a Lewis Carroll might require 'special
effects’ work)"™ Monaco goes on to comment on the basic dif-
ferences between film and novel, besldes the apparent one of
pictorial narration and linguistic narration. He says: "First, because
film operates in real time, It s more limited. Novels end only when
they feel like it. Film s, in general, restricted to what Shakespeare
called 'the short two hours' traffic of our stage'. Popular novels
have been a vast reservolr of material for commercial films over
the years...But commercial film still can’t reproduce the range of
the novel in time...At the same time as film Is limited to a shorter
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narration, however, It naturally has pictorial possibilities the novel
doesn't have. What can't be transferred by Incident might be
translated into Image.™

Speaking of the most essentlal difference between the two
forms of narration, Monaco says: "Novels are told by the author.
We see and hear only what he wants us to see and hear. Films
are, in a sense, told by thelr authors too, but we see and hear
a great deal more than a director necessarily intends...more
imporiant, whatever the novelist describas is filtered through his
language, his prejudices, and his point of view. With film we have
a certain amount of freedom to choose, to select one detail rather
than another.* ™

The film and the novel have their own driving tensions. "The
driving tension of the novelis the relationship between the materials
of the story (plot, character, setting, theme, and so forth) and the
narration of it in language; between the tale and the teller, in other
words. The driving tension of film, on the other hand, is between
the materials of the story and the objective nature of the image.
It's as if the author/director of a film were in continual conflict with
the scene he is shooting. Chance plays a much larger part, and
the end result is that the observer is free to participate in the
axperience much more actively. The words on the page are always
the same, but the image on the screen changes continually as
we redirect our attention. Film is, in this way, a much richer

experience."”

"Film can approximate the ironies that the novel develops in
narration," says Monaco, "but it can never duplicate them...Maturally,
then, the novel responded to the challenge of film by expanded
activity in just this area: the subtle, complex ironies of narration.
Like painting, prose narrative has in the twentieth century tumed
away from mimesis and toward self-consciousness. Inthe process
it has bifurcated. What was once In the nineteenth century a unified
experience, the maln form of social and cultural expression, and
the chosen art of the newly literate middle classes, has in the
twentieth century divided into two forms: the popular novel (Irwing
Wallace, James Michener, Leon Urls, et al), which is now so
closely connected with film that it sometimes begins lile as a
screenplay; and the elite novel where the ‘artistic’ avant-garde
work is belng done."™

Film has influenced the techniques of modern fiction in other
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ways also. "Like painters, novelists learned from the experience
of film to analyze their art and conceptualize it. Viadimir Nabokov,
Jorge Luis Borges, Alain Robbe-Grillet, Donald Barthelme, and
many others write novels about writing novels (as well as other
things) just as many painters now paint paintings about painting
paintings. Abstraction has progressed from a focus on human
experience to a concern for ideas about that experience, finally
to an interest mainly in the aesthetics of thought. Jean Genet,
playwright and novelist, h;,s sald: 'ldeas don't interest me so much
as the shape of ideas.”™

In competition with and under the influence of film, novel has
also changed in some other respects. "Since the days of Defoe,
one of the primary functions of the novels, as of painting, was
to communicate a sense of other places and people. By the time
of Sir Walter Scott, this pictorial service had reached its zenith.
After that, as first still, then motion picture pholography began
to perform this function, the descriptive element of the novel
declined. More important, novelists have leamed to narrate their
stories in the smaller units commeon to film. Like contemporary
playwrights, they think now more often in scenes than in more
elaborate acts...Finally, one of the novel's greatest assets is its
ability to manipulate words. Films have words too, of course, but
not usually in such profusion and never with the concrate reality
of the printed page. If painting under the influence of film has
tended toward design, then the novel is approaching poetry as
it redoubleg its attention to itself and celebrates its material:

language.”

As far as the relationship between film and drama or theatre
is concemed, its best illustrations can be found in the film versions
of Shakespeare's plays. "Students of Shakespeare's plays as
theatre,” says Jack J. Jorgens, "would do well to contemplaje the
many similarities between theatre and film, two greedy art forms
constantly devouring their nelghbours: fiction, poetry, dance, music,
- painting, sculpture, architecture. Despite some fundamental dif-
ferences, the expressive languages of these arts are very much
alike...In both arts, the problems are the same: how to write with
precision about performance as Interpretation, the shaping of
conflict, integration of verbal and visual bits of information, su-
perimpose patterns, shifting levels of stylization and gradations_
of emphasis; how 1o read the complex ldeas and emotions
embedded in textures, colours, rhythms, movements, and sounds
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as well as in words."™

Some films based on Shakespeare's plays are masterpieces
of film art. Even otherwise, the plays of Shakespeare are a
challenging proposition to a film-maker: "Shakespeare films are
interesting as films because they stretch the capabilities and
challenge the inhibition of art. They suggest that ‘symptomatic
dialogue' is not the only effective kind, that ‘verbal poetry is an
essential aspect of cinematic expression, and... the present lack
of poetry in film impoverishes and depletes the art."™

Some Shakespeare films are sheer poetry, because film
medium itself is more amenable to poetic rendering. As Jorgens
rightly observes with reference to the Soviet film-maker Kozintsev,
who made some of the most outstanding Shakespeare films like
Hamlet and King Lear: "The filmic mode is the mode of the film
poet, whose works bear the same relation to the surfaces of reality
that poems do to ordinary conversation. A filmic rendering of
Shakaspeare, says Kozintsev, 'shifts the stress from the aural to
the visual.' The problem is not one of finding means to speak the
verse in front of the camera, in realistic circumstances ranging
from long-shot to close-up. The aural has to be made visual. The
poetic texture itself has to be transformed into a visual poetry,
into the dynamic organization of film imagery.*™

Commenting on the power of the filmic mode, Jorgens ob-
serves: "The great strength of the filmic mode is that it takes
advantage of the film's power to tell a story ‘by overcoming the
forms of the outer world, namely space, time, and causality, and
by adjusting the events to the forms of the inner world, namely
attention, memory, imagination, and emotion.' It acknowledges the
importance of everything that is not literal in Shakespeare's plays
by exploring through sounds and images what Stanislavsky called
‘'subtext’, ‘the manifest, the inwardly felt expression of a human
being in a part which flows uninterruptedly beneath the words of
the text, giving them life -and a basis for existing...a web of
innumerable varied Inner palterns inside a play and a part...all
sorts of figments of the Imagination, inner movements, objects
of attention, smaller and greater truths and a belle! in them,
adaptations, adjustments and other similar events." ™

In conclusion, it can be said that the relationship between film
and literature has several complex dimensions-ideclogical, socio-
logical, aesthetic efc. Literature, particularly in the form of noval
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and drama, employs narralive and theatrical seduclions to draw
the readers and audlence into its magic circle. The filmed versions
of novels sometimes are charged with even more subversive
potential. The Last Temptation of Christprovides a good exampla.
While the novel by Nikos Kazantzakis, under the title The Last
Temptation has been halled as a modern classic, its film version,
entited The Last Temptation of Christ has been banned almost
in every country on the grounds of its alleged blasphemy and
sacrilege. This film almost raised the same kind of tempestuous
storm as did Salman Rushdie's novel The Satanic Verses. One
shudders to think what would have been the fate of the film based
on The Satanic Verses, if it had ever been made. Moreover,
postmodermn literature would need a postmodern treatment for its
film version. We are reminded of Rushdie's Midnight's Children,
when we read an account of postmodern cinema: "Postmodernist
cinema is characterized...by different forms of pastiche or stylistic
multiplicity. Sometimes this is internal to one film, as in Kiss of
the Spider Woman, with its parodies of Hollywood romance and
melodrama set into the narrative of the developing relationship
of two political prisoners. A more complex example is Terry
Gilliam's strange film Brazil, which Linda Hutcheon sees as
posimodem because of its ‘ironic rethinking of history' with its
parodic recalls of other films like Star Warsand Battleship Potemkin,
along with the undecidable mix of different historical periods in
the filin; futuristic sets mingling with drably 1930s clothes and
presentation of a world dominated by computers and advanced
automation whose archaic design and unreliability suggest that
they too belong to the 1930s.....Along with these forms of temporal
discontinuity goes the film's generic heterogeneity, with its un-
settling lurches between comedy and tragedy, utopia and dystopia,
adventure story and satire."™
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FILM AND LITERATURE : A STUDY IN ARTISTIC
MEDIUM AND EFFLORESCENCE

J.P. Tripathi

Both film and literature show a mirror to life. They are mediums
of expression of life. Both are also art forms and represent artistic
blossoming, I.e. the process of growth and maturing as art form.
The appeal of film is mostly pictorial and visual, music is only
an accessory aid to film, often presenting tone and emotional
background. Appeal of literature is mostly auditory and verbal.
The weapon of literature is the sequence of words, the cadencaes,
syntax, rhythm, imagery, symbol and primarily music.

Film is a form of art of very recent origin resulting from the
advancement of science. Film originated as a source of enter-
tainment and recreation, and is, even now, not considered a
serious form of arnt. Its appeal is to a limited audience. Film can
communicate with even the illiterate and caters generally to
commoners and masses of urban origin.

Literature appeals mostly to the literate, the educated classes,
and the really powerful branches of literature, by auditory appeal, -
cater to the even so-called illiterate masses. Rural masses can
live without films but not without epics such as the Ramayana,
the Mahabharata, or in Christian countries without the Bible,
Paradise Lost and other epics. As such, literature has had mass
appeal and base and has become part of folklore and folkmind.
Literature has run in the human veins and has become part and
parcel of man's mental, emotional and spiritual make-up.

The older the clvilisation and culture of a country, the greater
the hold of literature on the human psyche and soul. In comparision,
films have not yet entered the frame of human mind. There is
an alienness still connected with them. Eyes are always raised
against films but not against literature unless it be recent literature
which is oversexed and Freudlan In nature or one that s close
to pornography or yellow literature.

Literature states and Implies, films mostly state and state
through pictures and visual renderings and camera devices. Music
is mostly a companlon device like dance. But music is the life
of literature, particularly of all poetic forms. The chief Instrument
of literature is imagination; it provokes the reader and audience
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tofill up the gaps of statement. What literature implies, film camera
catches up for exposure, the consaquence Is more unhappy for
films. Hence we conclude that while literature enlarges, elevates
and widens the impact of lite, films bring a sort of limitation and

narrowing down of effects.

| begin my critical survey with a comparision of a literary event
in film. | take the event of the Incarnation of Lord Krishna in the
tilm serial Sri Krishna. Prior to Incarnating himsell, Lord Vishnu
appeared in a vision to Vasudeva and Devaki and revealed 1o
them their devotions of past life and the fact that he was getting
incarnated as child to them. And instantly in front of the couple
he became a natural infant to them:

Ityuktva aasiddharistusnim bhagwanatmainayaya
Pitroh Sampashyatoh Sadyo babhoov Prakritah Shishuh.

“after saying this the Lord became silent and by his ‘Maya’
just while the parents were looking at he turned into a natural
infant.”

The textual perusal of the Shrimadbhagwad shows that the
great poet Vyas clearly wanted to show the miraculous power of
God to transform himself from a spiritual form to a physical baby
in the flash of a moment. The omnipotence, the omniscience and
the omnipresence of God are proved by this incident. The perusal
of the other incidents that follow Is more pertinent. The poet Vyas
says that when Vasudeva desired to go out of the birth-room taking
his son, by Yogmaya the sensory and knowing powers of all the
gate-keepers and city-dwellers were taken away and all the well-
tied doors, when Vasudeva came with Krishna, opened of their
own as darkness is dispelled by the sun and when he reached
the rain-flooded Yamuna, the river gave him a path like the ocean
to Vishnu. All this Is described in verses forty-seven to fifty in Canto
10, Chapter 4’ of the epic. Inthe five verses of the epic five miracles
are rendered: one Is that Lord Vishnu becomes a living natural
child before the parents; Yogmaya takes away the powers of
cognition of the gatekeepers and townmen; the doors automati-
cally open at the approach of Vasudeva with Krishna; the Yamuna
gives a path to Vasudeva carrying the baby Krishna and Shesha
Nag follows Vasudeva protecting the child from the rains.

~ The filmmaker takas the help of heavy rains, thunder and
lightning flashes under the Impact of which people lose their
waking powers. The most ludicrous part of the film device is that




J. P. TRIPATHI 29

the infant Krishna touches the first doors and they open; others
are shown as opening of their own accord. An infan! touching a
door and its opening Is In itself a miracle but puerile. What the
epic writer implied was that everything was happening due to the
spiritual power, the Yogmaya, the executive agent of Lord. God
the Brahman, in the form of the baby, does nothing. The Yamuna's
giving way and Sheshnag's following Vasudeva protecting the
baby from rain are the consequences of his spiritual power. The
film-maker in this context creates his personal myth which con-
tradicts the eternal Indian mythology and spiritual tradition. The
epic writer leaves the five miracles to the reader’s imagination;
he states one percent, while ninety-nine percent of the miracles
is to be filled in by the reader in his own way. The film-maker
fills the gaps by his own imagination and with the help of whatever
mechanical devices are available to the film industry. In the case
of the epicthe impact is sublime; in the case of the filmitis ludicrous
and often farcical.

Taking yet another issue of literature, let us see the efficacy
of film in rendering it. The situation occurs in Act |l of Abhijnan
Shakuntalam written by the famous Sanskrit dramatist Kalidas.
Dushyanta, having entered the forest containing the hermitage
of Sage Kanva, is awestruck by the extraordinary beauty of
Shakuntala and expresses it in the following verse:

Anaghratam Pushpam Kisalayamalunam Karruhai-Rana viddham Ratnam

Madhu Navamanaswaditrasam

Akhandam Punyanam Phalamivacha Tadrupamanagham MNajane Bhoktaram

Kamih samupasthasyati Vidhih.?

“Like a flower unsmelt, a flaming leaf untorn by nails (of hands),
a diamond unpierced, a new honey which has not been tasted,
like the fruit of endless pious deeds, that holy beauty, | don't know,
to whom will the creator provide.™ The damsel Shakuntala has
divine origin. She is the daughter of Vishwamitra and a divine
female angel, and hence her divine beauty. A film will pick up
a beautiful actress and decorate her with wild llowers and will
make her to impersonate the ideal damsel of Kalidasa. Howsoever
beautiful a girl might be, she cannot impersonate the superhuman
beauty of Kalidas's Shakuntala. The literary device used by the
dramatist is generalisation and abstraction. No fleshly palpable
earthly contours are given to her body. Any film actress will have
definite bodily contours and will be made of gross earthly mass
which the film, by visual devices and camera work, will bring into
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prominence. Naturally, any film-rendering of the drama can be
very attractive and enticing 1o the audience because of the encha-
nting cultural, religious and natural Indian background of scenery
and action. But in this process the sublimity and divinity of impact
created by the dramatist Is bound to evaporate from the film.

| am at the moment reminded of a seminar organised by the
American Studies Research Centre, Hyderabad on Ernest
Hemingway, his works and film. As many as seventeen papers
were presented but only four papers were read on film versions
of Hemingway's work. This is the gross proportion of the popularity
of literature and film. In the seminar hall of the Centre there was
a very large screen on which the film version of Hemingway's
novel, A Farewall to Arms, was shown. With great curiosity,
impatient devotion and expectation | watched the film. Scene after
scene of the novel unfolded itself gradually. Most vital and living
parts of the novel were curtailed, but many spots of scenic value
were projected. Most disappointing was the enactment of the role
of Catherine by an actress of short stature. Of course, the actor
who played the role of Frederick Henry, was tall, and beautiful
and impressive. This actress provided fleshly contours to the
ethereal Hemingway heroine Catherine who is tall and blond, with
yellowish brown skin and grey-coloured eyes. Hemingway pre-
sents Catherine’s bodily features through Henry's eyes: *Miss
Barkley was quite tall. She wore what seemed to me tobe anurse's
uniform, was blonde and had a tawny skin and grey-eyes. | thought
she was very beautiful.”*

Rinaldi, an Italian officer, introduces Henry to Catherine after
he finds he could not ccnsummate his profane love with a morally
tall and stout girl like Catherine Barkley. Rinaldi terminates his
affair with Catherine by saying “A tall girl for a sister.” Catherine's
tallness is both physical and ethical. | noted that the actress, who
played the role of Catherine, was not physically tall enough. The
film-maker must not have understood the intention of Hemingway
or, might be, he did not have a tall-statured film actress to act
the part of Henry's sweetheart. But | noled that the film-maker
either could not apprehend Hemingway's purpose or ignored it
or at best could not alford to vindicate it. The result was a distortion
of the fact and spolling of the effects that Hemingway intended.
This shows the fallure of filmto rise ot the stature of literary medium
and artistic blossoming of adequate nature.

We have noted above that the description of feminine beauty
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in literature Is only suggestive and implied. The reader has to have
his own image of Shakuntala, to which end the general and
abstract descriptions of Kalidas provoke him. Similarly, the reader
has to create his own personal image of Catherine Barkley to which
Ernest Hemingway Inspires him. Dushyanta's anxious aspirations
for Shakuntala furnish the other literary device to create the picture
of Shakuntala in the readers’ and audience’s mind. Similarly,
Henry's impatient and feverish desire for Catherine furnishes the
literary device for evoking Catherine’s beauty. On the contrary,
the film furnishes a limited and confined view of Catherine's beauty
in the model of the actress's body. The audience's mind is pinned
down; it does not soar; imagination is clinched. Literature liberates
through the outlet, expansion and widening allowed to the imagi-
native device.

In the ASRC seminar auditorium when the film A Farewell
to Arms ended, | felt deeply irritated. The film was positively a
flop. Why? Hemingway's intentions as a poet-novelist were nullified.
In the post-film session we discussed the novel and the film. In
the stylistic manner of presentation, Hemingway relied on the art
of the unsaid or his own theory of the iceberg, only one eighth
of which is above water. The film badly failed to utilise this stylistic
device because films as a medium utilise only photographic and
camera devices which are allmerely mechanical. The implicational,
imaginative and poetic devices of literature and the mechanical

devices of film preclude interchange. So the impact of films is
closed and narrow.

| cite only one image in the novel that, | fear, the film ignored,
i. e. the dog nosing a refuse-can: A dog was nosing at one.of
the cans. ‘What do you want?' | asked and looked in the can to
see if there was anything | could pull out for him; there was nothing
on top but coffee-grounds, dust and some dead flowers.” The
nosing the refuse-can and finding only dust and dead flower is
portentous and ominous. After a short while Henry will find Catherine
reduced only to a 'dead flower’ and will find only her *dust’, mortal
remains, with the soul gone away. The film, to the best of my
memoary, fails to focus on this image or to utilise it as a potent
symbol of the end walting for Henry,

Why did the blossoming and growth of the film as an art form
fail? I think the film was bound to fall as literature has many mouths
and tongues to speak with, which the film has not. | am tempted
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to quote the closing lines of A Farewell to Arms:

"You can't coma In yat.'
“You get out', | sald Tha other cne too.'

But after | had got them out and shut the door and tumed off the light
it wasn't any good. It was like saying good-bye to a statue. After a while

| went out and left the hospital and walked back to the hotel in the rain’
This is the closing of the novel, which, according to critics, was
written and rewritten many times by Hemingway. In the present
form the closing of the novel Is artistically and emotionally very
satisfying. These words are to be read in close relation with the
dog nosing the empty refuse-can with dust and dead flowers. The
literary presentation is almost excellent. ‘It was like saying good-
bye to a statue'--the statement epitomises the sorrow, the sense
of bereavement, the farewell bidden to a flower of love now turned
into dust. Every reader's fancy is let loose, and imagination makes
free play. Gaps of meaning are filled by every reader.

The closing part of the film is dull and almost insipid. The
film-maker seems to have the above sentence in his memory when
the statuesque face and the dead body of the film actress are
being kissed by the hero, Henry. All nuances of suggestion and
connotation are closed. Kissing the dead body and departing--
this physical action is the terminating point. A Farewell fo Arms
ends without ending--the possibilities and connotations are nu-
merous. But the film ends where it ends. The visual mechanical
device does not bring the audience's imagination into play. The
end of the novel, by provoking and challenging imagination,
persists in the readers' psyché; it haunts the mind and so does
the Hemingway heroine Catherine, but not the film heroine.

Literature is afine art; itis the artists' art. But film is the artistes’
art. While ari-literature is more imaginative, intuitive and spiritual,
film is more pictorial, gesture-based and therefore physical. Lit-
erature has great unity of inspiration, conception, execution and
finish and hence its Immense appeal. Fllm by nature is characterised
by heterogenelity. It is the fruit of many synchronised activ-
ities--the script writing, the song writing, the music direction, the
shooting and camera work, dancing and playback, comments and,
finally and above every thing else, the film-director's work. Scen-
ery, costume, change of landscape and several other devices are
utilised in it. Hence the unmanageable heterogenaeity of film and
great unity and appeal of literature. Even drama, which uses
literary as well as theatrical resources and therefore is called
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double art or compound art, has unity because it is conceived
by one brain, i.e. the dramatist's.

Comparision of film with literature as art form can be made
if film and literature on the same topic exist. But this is a bare
idealistic proposition. Most films are based on literalure and are
secondary and derivative. Any art form of derivative nature cannot
via with the original source. Hence comparative evaluation of film
and literature is almost a wild-goose chase.

We have stated earlier in this article that to represent reality
literature uses infinite devices, such as fancy, imagination, im-
plication, suggestion, writing between the lines, or writing between
words, selection, idealisation, and remains content even in drama
with ideal probability, a working representation. Film is very likely
to occupy itself with more reliable representation and may try to
represent reality as it is. | cite here another instance from
Ramananda Sagar's film version of the Ramayana. | take the
instance of the Kakabhushundi episode. The film emits human
voice from the beak of a crow with black-coloured wings and
appearance. The Hindu mythology represents the said creature
as part bird and part angel. In fact, the myth speaks of the spiritual
luscent form. But the film, for satistying the film-viewers, resorts
to showing the grosser bird form. The case of Jatayu, the soul
of an eagle, is very closely represented as an eagle. The grosser
bird form representation looks ludicrous along with the mixture
of crow-voice and human voice and eagle and human noise. The
film presents verisimilitude in such a rough manner. But in litera-
ture, i.e. the Ramayana, everything is to be reproduced by the
reader himself. So literature energises mental activity and cre-
ativeness, while film leads to a dampening of wits.

Shakespeare had no problem in painting Caliban. In the
dramalis personae he Is represented as .a savage and deformed
slave'. Clear shape of Caliban's identity is given by Trinculo who
addresses him in thefollowing words: “why, thou deboshedfish...wilt
thou tell a monstrous lie, being but half a fish and half a monster?®
A real picture of Caliban, half fish, half monster, developing from
gross earthly form to human aspect Is symbolical. So the picture
of Ariel is also symbolical and allegorical. Thus, deeper meanings
and realities can best be represented In literature, and not in film
because of the circumstances of lilm medium.

Also, literature places great rellance on eternal primitive
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devices, without daring exact representation. Let us take, for
example, Duke Orsino's description of Viola's beauty (in male
attire):

Diana's lip

Is not more smooth and rublous; thy small pipe

Is as the maiden's organ, shrill and sound,

And all is samblativa a woman's par.”

Shakespeare mentions only the rubious smooth lips and the shrill
sharp voice. This is the minimal method of suggesting female
beauty. Similar is Vicla's assessment of Olivia's beauty:

Tis beauty truly blent, whose red and white
MNature’s own sweet and cunning hand laid on
Teday, you are the cruell'st she alive,

If you will lead thase graces to the grave....'®

Here is the mention of red lips in a white complexion and the word

‘graces’ tells the rest of the story of Qlivia's beauty. Thus, ab-
stractions and generalities are Shakespeare’s devices. A film will
present two model actresses to embody these abstractions of
heauty. Shakespeare's Violas and Olivias are ideal beauties: film
versions will present only the gross versions of earthly beauty.
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IDEOLOGY AND AESTHETICS IN KOZINTSEV'S
KING LEAR

Anurag Goyal

Film aesthetics is not just a matter of visual compositions or
designing and editing of shot sequences or using screen space
effectively. It is basically a matter of the ideclogical orientation of
the film maker - the depth of his understanding of life, his insight
into the oppressive nature of power and social structures built on
it, and his desire to break himself free from the trap of false
consciousness. Some film makers follow a status-quoist ideclogy
and their aesthetic strategies and choice of subjects reveal this
very clearly. Other film makers make films to highlight the existing
social injustices, inequalities and other evils and adopt a progressive
socio-aesthetic stance to advocate the need of social change and
amelioration of human lot.

When it comes to the filming of Shakespeare's plays, film-
makers of different ideological persuasions have made films based
on them according to their own predilections. In this article, however,
only Kozintsev’'s filming of King Lear will be discussed. Shakes-
peare's King Lear carries two major thematic strands, one of which
has been taken as a focal point by Peter Brook in his film, while
the other has been adopted by the Soviet film-maker, Grigori
- Kozintsev. Referring to these contrasting thematic treatments, Jack
J. Jorgens observes: "“There are two King Lears. One depicts an
imemediable crack in nature, an apocalyptic decline and fall of an
archetypal kingdom and its rulers. It is a story of jealousy and lust
for power eating away at the bonds of love between parents and
children, of blindness and varity, of men preying on each other ‘like
monsters of the deep.' It contains enough physical violence to disturb
both the strictures of classical tragedy and the decorum of the
modemn censor, but like modermn works it also assaults audiences
with mental cruelty as fierce people humillate, curse, and mock one
another, slash each other with sadistic fervour. As Lear's kingdom
is convulsed by evil, man Is translormed. When the good are
hanished or hunted, masters become monstrous mad children, and
servants sleazy rodents. Nature, il not an amoral force, seems allied
with aggression and brutality. Justice is absent as the play shows
Nature shuddering In a nihilist orgasm, evil destroying both itsell
and the good, leaving behind devastation, emptiness, and men too
scarred and stunned to go on living. Lear's pain is generalised, as
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Christian humanist values - forgiveness, humility, compassion -
shatter against his anguished query. "Why should a dog, a horse,
a rat have lite, / And thou no breath at all ?" Civilisatior: is left
in ruins. This Is Peter Brook's King Lear - a bleak existential tale
of meaningless violence In a cold, empty universe.""

Referring to the other theme of King Lear which Kozintsev has
portrayed in his film, Jorgens writes: “The other King Lear is the
story of man's journey from unfeeling Ignorance to self-knowledge
and pity. It Is a tale of losing oneself to find oneself, of leaming
stoic endurance and the nature of reality as the trappings of
civilisation are stripped away. Despite massive suffering and acts
of cruelty, we witness a hopeful progress from crassness,
materialism, and wilful tyranny ( ‘there was good sport at his
making’, ‘nothing will come of nothing’, ‘out of my sight' ) to
fundamental questioning ( ‘who is it that can tell me who | am 7',
'ls man no more than this 7', '"Handy dandy, which is the justice
and which is the thief?' ) to ever-deepening understanding ( 'O |
have ta‘en too little care of this', "he childed as | fathered’, | stumbled
when | saw’, 'ripeness is all’ ). If the families of Lear and Gloucester
make terrible sacrifices for this knowledge, the man left to rule -
Lear's godson and alter ego, Edgar - is no power-hungry tyrant but
‘a most poor man, made tame to fortune's blows, / Who by the
act of known and feeling sorrows, / Am pregnant to good pity,’ a
man who urges at the end what could not be said at the beginning,
that we ‘speak what we feel and not what we ought to say.’' This
is Grigori Kozintsev's Lear: a Christian - Marxist story of redemption
and social renewal."*

Kozintsev did a lot of interdisciplinary research while making
the film version of King Lear. He kept a regular diary of his notes
pertaining to his interpretation of the play, his study of various
theatrical traditions like Kabuki of Japan, his deep involvement with
the theorles and practices of theatre critics and playwrights like
Meyerhold, Peter Brook, Blok, Brecht and Stanislavsky etc., his
perceptive appreclation of film makers like Eisenstein, Orson Welles,
Dovzhenko and other greats of film history, his keen insight into
the novels of Dostoyevsky, Tolstoy, Gorky and Pasternak etc., and
his penetrating gaze Into the essence of Shakespearean tragedy.
These notes were subsequently published in the form of a book
entitled King Lear : The Space of Tragedy ( The Diary of a Film
Director ).* The book provides not only excellent tips to the
prospective film makers, but also unravels the complex thought
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- processes of the film maker, tha relationship between the playwright's
vision and film aesthetics, the search for an appropriate film form
to embody the essence ol Shakespeara's splritual world, and
dazzling insights Into the meaning of King Lear.

Kozintsev, at the very outset, clarifies his approach to the filming
of King Lear. Referring to the time of the action of the play, which
takes place in pre-history, he says: “The problem is to ensure that
the inner action, the intense exploration of life, should not explode
at the end of the film but should continue on in the spiritual world
of the audience. One should not demonstrate, but provoke.™ This
approach, which had ‘reaching the farthest boundaries of man's soul
and human spint' as its guiding spirit, is further elaborated when
Kozintsev describes his experiance at a rock garden-in Japan. He
writes: “The consecutive sequence of emgty space and individual
shapes concealed within itself some deep significance which was
hard to grasp. The stone garden had to be studied like music. The
harmony of the space took hold of one, the natural law of its
construction began to unfold, and one began to live in the rhythm
which the artist had given it.” * Describing the relationship between

. .the aesthetic object and the viewer, he further remarks: “The point

was not in the garden itself and what it contained but in me, and
in what had been aroused in me at the encounter with art. With
gravel and a few stones.”® These observations, mulalis mutandis,
fully apply to Kozintsev's own art work, King Lear.

The aesthetics of Kabuki theatre of Japan also aftracted
Kozintsev, who absorbed its elements in his own aesthetic make-
up. Its force of passion and the completeness of form decisively
impressed him: “Eisenstein discovercd the structure of cinematog-
raphy in Kabuki aesthetics: reality was taken apart and then put
together again according to a different code, in which each com-
ponent became only one unit of influence, an equal irritant in the
order of editing, in the montage of attractions.... Synthetic art, which
was so much talked about in the first years of the revolution, was
before our very éyes. The cascades of movements executed by
Sadanji Ichikawa were broken by static poses, gesture was followed
by sound, sound tumed into colour, song Into dance. Everything
was metaphorical and had a particular significance which was far
removed from its apparent likeness."” The elements of artistic
deconstruction and aesthetic construction In Kozintsev's King Lear
bear close similarity to these features of Kabuki aesthetics.
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Kozintsev also felt a spiritual kinship with the ‘mask’ in Kabuki
theatre. Referring to the use of mask In a Kabuki performance,
Kozintsev writes: *| hear the smell of the fields, covered in flowers,’
the masked actor replied.” Explaining the spiritual significance of
the mask, he says: *“The mask is so flexible that it can change
its expression even when it is motionless. The artist breathed life
into a piece of wood; the slightest change of light, or change in
the direction of one's glance makes one look again at the slanting
eyes with holes instead of eyes. It Is as if the mask follows you,
spies on you, enters into a wordless conversation with you. There
is somathing sad and tragic about its expression.”*

While talking to the Japanese film director Akira Kurosawa about
the Noh Theatre, Kozintsev began to *understand that ‘putting on
a mask’ was just as complicated a process as 'gefting inside a
part.' Before the opening of a production the actor stands for a long
time in front of a mirror. A boy hands him a mask. The actor takes
it carefully and silently studies its features. The expression of his
eyes alters imperceptibly, his face changes. It is as if the mask
enters the man. And then slowly and triumphantly he puts on the
mask and tums towards the mirror. They are no longer two separate
entities, man and mask, but a single whole."* Elaborating this
relationship between the man and the mask, he says: "A sculptor
was making a mask. This face was chiselled from humanity, a part
of an unknown continent called ‘'man.’ In every one of them - masks
polished by centuries - there was hidden a sign of character or
spiritual state. In order to act with the mask one has to find the
sign, unleash the movements, give it the fullness of life."®

Kozintsev imbibed Dostoyevsky's concept of ‘fantastic reality’
in his film aesthetics, which was also expressed by Kurosawa in
his film on Dostoyavsky's Idiot. Kurosawa wrote about Dostoyevsky:
“He is the one who writes most honestly about human existence.™®
About Kurosawa's film /diot, Kozintsev says: “The life of the film
contained at the same time a contemporary reality, and a kind of
ancient religious element, the strange peace of Prince Myshkin's
spiritual world, and Rogozhin's inflamed conscience.”'? Kurosawa's
treatment of the theme of Macbeth in his film The Throne of Blood
llustrated his aesthetic handling of the inner dynamism, about which
Kozintsev says: “What hunts and pursuits could compare with the
inner dynamism of this almost motion-less film?" "

The queslion of influences on a filmmaker or an artist is a tricky
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one. Kozintsev, however, says: “Influence In art is not only the
result of one artist learning from another, it is the threads of the
twisting spiral of history, the continuity of life where old contradictions
develop new forms and new generations ask once again the age-
old and very simple question : 'What does man live for?' "1 Kozintsey
sought an answer to this question in Hiroshi Teshigahara's film
Woman of the Dunes based on the Kobo Abe's novel. In this film
most of the scenes consist of two persons and sand. “The sand
is at once the plot, the atmosphare of the action, and a philosophical
commentary on what takes place.... But this is the life of mankind,
its meaning lies in the increasing effort, the continuous labour, the
digging of the sand: tomorrow the sand will slide back again and
threaten to bury mankind.”®

Kozintsev drew the elements of his film aesthatics from various
sources, including Ikebana, the Japanese art of flower arrangement,
and Zen. He quotes Sofu Teshigahara about Ikebana: “lkebana is
not just a matter of beauty, but of character.... | regard Ikebana
as people.... The beauty and dignity which one can see in a face
lined with age and a body bent with years of hard work are also
present in a withered flower, and it is for this reason that such a
bloom may be represented in Ikebana.""

Kozintsev assimilated and adapted Ikebana to his own aesthetic
requirements. This is obvious when he writes: “lkebana does not
copy, it creates nature. There are only three elements: line, colour
and the abstract spirit - the last being the most important. ‘Do not
try to produce a facsimile of something in the material world, but
rather give shape to those thoughts and feelings which exist within
you." ' Kozintsev's aesthetic approach to film making, particularly
the filming of King Lear, becomes clearer when he obsarves further:
“The beginning of beginnings, the first and foremost is the art of
cutting.... There is something powerful and cruel in the work of the
artist of lkebana: he destroys flowers In order to give them new
life, breathing his own life into them; he kills in order to prolong
the life of his own soul.... One must cut, cut and cut again, is
a beautiful example of the economy of resources in ar, the accuracy
of form and restriction to the barest essentials." ™ This cutting
down to the barest essentials is what Kozintsev himsell has tried
to achieve in his King Loar.
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Ancther element that helped shape Kozintsev's film aesthetics
in King Lear was the art and philosophy of Zen, which "teaches
that language Is a coarse and often treacherous Instrument; neither
letters nor words are capable of grasping the truth of nature. Years
of obedience bring man to a freedom from external influences and
false thoughts. The highest form of intuition, of spiritual strength
capable of direct communication with reality is awakened. Truth is
revealad in all its simplicity without any instructions as to how to
find it, or how to define it. Man is freed from worry, care, anxiety,
and he is prepared for death at any time.”'* Kozintsev quotes Ivan
Kieyevsky, a nineteenth century Russian philosopher, to elaborate
this idea further: “A logical awareness translates deed into word,
life into a formula, and fully grasps an object, destroying its influence
on the spirit. When living by this way of reasoning, we are living
by a plan rather than living in a house. If a thought is clear in one's
mind or is accessible in words, it is powerless over one's spirit and
one's will. When it develops so that it cannot be expressed then
only has it matured. This inexpressible quality, which is reflected
in expression, gives strength to poetry and music.”*? Kozintsev
too leaves a lot unsaid in his King Lear, keeping in mind Pasternak's
view that ‘the ment of poetry was that there was more left unsaid
than there was said.'®

In his quest for a suitable film form for his King Lear, Kozintsev
had a close interaction with the film-maker and theatre director Peter
Brook, who staged King Lear in Russia. Commenting on Brook’s
production of King Lear in Russia, Kozintsev says: “The bareness
wi the evenly lit stage, plain sackcloth, a few pieces of iron
. the leather costlumes ( reminding one of decayed sheepskins
dug up by archaologists from an ancient burial ground ) enclosed
the action of the tragedy in a cold and timeless emptiness. It was
as if all the clocks in the world had stopped. Only one rusty repetitive
mechanism, sometimes UUI?-FHE with the vibration of metal ( the
sound used in the storm scene ), drove men along their eternal
path of misfortune."?

Brook's emphasis on Kent's last speech in which he admonishes
Edgar for trying to bring the dying Lear back to consciousness: ‘Vex
not his ghost: O, let him pass! He hates him/ That would upon the
rack of this tough world/ Stretch him out longer’ reminds Kozintsev

of Kierkegaard, who wrote: "All that | See is empty, everything |
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live by is empty, everything in which | move is empty.’ For Kozintsev,
Brook's production outlined “the tragedy of the meaninglessnass
of man's existence, the absurdity of history,” 27 yet he felt that
“in a production which emphasised hopelessnass, hope triumphed.™*
Remembering Gogol who had said that in spite of the depiction of
the negative side of life in The Government Inspector, there was
one posilive hero, namely LAUGHTER, Kozintsev says about
_ Brook's Lear. "Art won a triumphant victory in Lear, it was the main
" hero. As far as | was concemed Peter Brook and Paul Scofield
( who played Lear - A. G. ) were talking not so much about the
powerlessness of man, but about the power of art. But this art was
created by man. The complete harmony of production - its rhythm
and the music of Shakespeare's poetry - was too powerful to appear
as a last prayer for mankind.... And even the emptiness of the cold
iron surfaces reminded one of the warmth of life, of the continuing
movement of art.”*

There was some difference of opinion between Kozintsev and
Brook regarding the aesthetic approach to be adapted for making
a Shakespearean film like the one based.on King Lear. Like the
French film director, Alan Resnais, who tried to overcome not only
reality of space on the screen but also the reality of time, Brook
was interested in the delocalization of space and wanted to film
King Lear without any traces of history showing on the screen.
Moreover, Brook believed in filming a Shakespeare play in CLOSE-
UPS: “The material inscribed on the celluloid dictates its length.
So if | have a close-up of a man, the length of the close-up is in
proportion to its interest, in its context, in relation to what the face
expresses - and says... What happens when the close-up, in
Shakespeare, carries material through another vehicle? As the
speech ceases to be dialogue and becomes the vehicle of inner
meanings, | then recognise that in Shakespeare speech is a carrier.
Speech in constant glow Is the vehicle... then ( if ) you destroy
the speech rhythm and follow the Image rhythm, the power of the
Shakespearean text is destroyed.”** But Kozintsev tended to differ
with Brook in certaln respects. He agreed with him regarding “the
power of delocalized space on the screen,” but he believed that
“close-ups as the foundation for the action are often less effective
in sound films than they were in the silents.... A close-up is essential
when there Is a need to look deep into a character's eyes, into the
man's spiritual world."2? But Kozintsev sees Shakespeare's text
“not only as a dialogue but as a landscape, notes from the author's
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diary, lines of verse, quotations.” 1* Though in Brook's production
. one could 'hear' palaces, horses, battles and the storm, how could
the cinema help such expressivenass, asks Kozintsev. "Here the
strength of the visual outwelghs the audible.” ** Therefore, says
Kozintsev, *I am trying to find a visual Lear. Nature in this context
would have to become something like the chorus of Greek

tragedy.” *°

What does making a film, particularly a Shakespearean film,
mean to Kozintsev? “It means living for several years under the
persistent influence of Shakespeare’s picture of life, which you see
as yet only dimly, one feature at a time, but the main point is the
‘all-embracing thought' (Dostoyevsky) - which you take as the most
important. And every day, everything you see, hear, read and leam
convinces you of the buming necessity of displaying this thought,
making a picture of a life which really exists.""

How does Kozintsev interpret and visualise King Lear, the play?
“The play itself is disorderly with an ill-assorted collection of material,
a dissimilarity of styles, an abruptness in the frequent charges of
scene. This is all the unity - not of unartistic style - but of life,
of history.... Marx * te that history repeats itself, first as tragedy
andthen as farce. In Learthere are a large number of such repetitions.
Tragedy and farce are so entangled at the dusk of civilisation that
they are almost indistinguishable.... Lear has no end - at least there
is no finale in the play: none of the usual solemn trumpets of tragedy,
or magnificent burials. The bodies, even of Kings, are carried out
under conditions of war; nobody even says a few elevated words.
The time for words is over.... The people that remain are scorched
and tempered by fire. They watch the dawn of a new, inhumanly
difficult epoch, life struggling to rise up again from the ruins.™
Kozintsev further states: *I do not believe that there is one single
correct interpretation of Lear. The more deeply,you study the text
the less clear the essence of the firagic , the secret of its
influence becomes.™’

How does Kozintsev perceive the structure of a Shakespearean
tragedy? “Working on a Shakespearean tragedy reminds one of
archeclogy; the search is always going deeper, beneath the limits
of the top layers; the whole |s usually reconstructed from fragments.
But the strange thing Is that the desper you dig, the more contem-
porary everything that comes to the surface seems as it reveals
its significance.” ’* And what melhod does he follow to conceive
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Shakespeare's tragedies? *| conceive Shakespeare's tragedies
while | am walking; | hold imaginary conversations with friends who
are no longer living and with favourite authors. | argue with them
and leam from tham."**

Contrast is the basic principle as well as the central metaphor
of King Lear. That is why Kozintsev decided that his Lear would
be short, while his courtiers and kin, the people surrounding him,
the mainstay of his kingdom, would be ‘anormously tall.' In order
1o characterise them he made them look like “Folds of heavy cloth,
square figures with heads like bulls.” **How did they act and beha-
ve? “While the kingdom is divided they stand in strict order of rank:
the head of the family, the eldest son, the councillors, the quard.
They stand with their feet planted firmly on the ground; to them
it does not seem to move.... The eldest daughters, the heirs to
the throne, are tall, fat and big boned. They are not princesses but
old women.... The guards' horses are covered with heavy dark-
coloured cloths with slits for their eyes.... It would seem like the
world of a solid, everlastingly unshakable ruler. And suddenly it all
totters, collapses, falls apart and is destroyed.™?

The relationship between art and life, between mirror and reality
is one of the most problematic of aesthetic discourses. Referring
to the practice that nothing that is solidly built, tightly bound and
firmly tied up is allowed to be shown on contemporary stage, and
- recognising the truth of the observation that art is a reflection of
life, Kozintsev asks: “Is it really possible for any self-respecting
mirror to reflect something which has no connection with real lite,
and in which relationships are inconstant, feelings changeable and
the contours of characters unstable?’* Discussing this problem
further in relation to King Lear, Kozintsev writes: “The reflection
of life in art is of course not brought about by a mimor. But how
then?.... Only a worthless object, cheap glass with a coat of amalgam
simply reflects. One can reflect suffering in art only with sympathy
and with hatred for the cause of griel.... The evil doings of the Duke
of Cornwall, Edmund, Regan are caused not by the pathological
make-up of their characters but by the clrcumstances of political
activity. They have to get results as quickly as possible. It is
necessary for their affairs. There is no time for subtleties.... The
problem is not fo link Shakespeare with ant, even the most con-

temporary art, but with life.”"”
King Lear is very close to contemporary life. Today, says
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Kozintsev, the "bloody .melodrama which has long seemed alien
to reality has died on the stage and come 1o life ( and with what
forcel } in everyday affairs: political treachery, heads of state
overtumed, documents forged, secret assassinations, a career
forged out of the blood of those nearest - is this really only a theatrical
fantasy?" *¢ Similarly, “If you look into the depth of the action in
Lear, far from the external events, the rational seems absurd, the
fixed turns to chaos; it would not ba easy to answer questions about
it. So Shakespeare himself has not fallen behind the times.""

The shape of the film King Lear forms of its own accord, says
Kozintsev. “when one begins to understand the everyday course
of events as opposed to the theatrical events. Thenthe action breaks
through its theatrical wrapping; realistic situations intensify until they
are clearly visible: far distant honzons begin to appear, and thou-
sands of people can be seen behind the mere handful.” *?

There is so much of creative filmic potential in Shakespeare’s
King Lear that “There is no need to invent, it is all in the poetry.
The difficulty is to overcome the stereotyped effect of reading: Lear
should be read not like a play but like a novel where far from hiding
behind his characters the author often follows historical reality in
all its breadth and depth and in all directions. Here we have customs,
landscapes, the dally lifa of the palaces and the villages, the
highways and byways."*?

Soliloquies in Shakespeare's plays can be exploited for the
purposes of an effective film aesthetics. Kozintsev sees them as
scenes in code: “Shakespeare’s soliloguies are often not only
speeches spoken by the main characters ,but whole scenes in code:
they contain their own characters, landscape, objects, their own
peculiar interpretation and a wealth of life-like details. All you have
1o do Is to break the code in which it is written,”** Some film-
makers think that soliloquies being & theatrical form, they can be
dispensed with in cinema. But Kozintsev thinks otherwise. In his
view soliloquies, instead of being superfluous passages, are * most
imporiant, representing the intellectual atmosphere of the action,
their individual outlook on life; Lear quarrels not only with the other
characters but with the very laws of craation, with history; without
these passages Edmund becomes a common villain, Edgar a
conventional figure; if Cordelia Is deprived ol her rhymed apho-
rems... she loses part of her poetry, her innocent charm."*

The theme of King Lear has generally been understood as
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representing a conflict between good and evil. But Kozintsav
believes that the contrasts In the play are not so much between
‘good and evil as between human and inhuman. *But human does
not by any means mean humane. Lear Is a person even at the
beginning of the action, in spite of his tantrums and capriclousness.
The violence of his impromptu actions belongs to the reaim of what
we call human which Is not at all a.synonym of humaneness, but
which can often describe a completely ditferent and contrasting side
of human nature, But underneath the mask of power there Is a live
personality which will reveal itsell In time .” ** Referring to the
Characters representing these two contrasting worlds, Kozintsev
says: " Edmund, Lear's eldest daughters and the Duke of Comwall
are heartless individuals. Forthem Lear, Cordella, Kentand Gloucester
are die-hards from the chronicles of anclent time. The new age has
reared new citizens: thay are distinguishable by an excessive will,
an absence of prejudice, and a cold sense of purpose. In essence
they are programmed calculating machines of power....Thesa robots
come to life only when certain reflexes and instincts give the
nacessary signal - instincts of sex and fear.""

Just as the thoughts of Dostoyevsky’s Raskolnikov were centred
on one point which seemed to be the main one, Kozintsev meditates
‘on the main point of Lear. “ There are perhaps two: ‘Of, off, you
lendings’ ( what exactly is a real ' unaccommodated’ man In this
society? ) and ' None does offend, nons, - | say, hone.' In the
extremity of the situation in which he poses the questions, thay
are fearless thoughts,” *¢

The question mark is definitely the most Important punctuation
mark in Lear's spaaches. But Lear not only asks questions, he also
demands an answer. 'lsman nomore thanthis? (*...unaccommaodated
man Is no more but such a poor, bare, forked animal as thou an.'
)" It is as if he puts a knife to the throat of his Interlocutor and
cries out for an answer: "Why should a dog, a horse, & rat have
life, and thou no breath at all?".... He no longer believes In words,
Instead of an answer, let anatomy open up Regan's bosom ( or
any other parson living In those times ): Is there any cause In nature
that makes these hard hearis?' ... He talks to the skies as an equal:
the clouds are as white as he Is; the character of the storm Is like
a king's .... And who Is he addressing? Who Is he questioning?
... Both himsell and us,"*

Kozintsev quotes Chekhov to comment on Lear's perception
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of need. ‘Need' has different meanings for Regan and Lear. “The
answer to the question, ‘How much land does a man need? - “four
arshins' (the length of a coffin ) - aroused Chekhov’s indignation.
He replied. ‘A corpse needs four arshins but a man needs the whole
world."... Regan, the Duchess of Comwall, explains to her father,
who has given away all his power to his heirs, that now he is away
from home she has not enough provisions to feed a hundred knights
- his train, or his personnel as we would call them today. According
to his daughter, the father is thus receiving all that he needs....
The door slams shut. Lear is left alone, an argument begins, but
not with his over-calculating daughter, but with some other force,
ancther idea.... 'O reason not the need,’ says Lear, 'Allow not nature
more than nature needs / Man's life is cheap as beast's.’.. This
is no longer a contrast between the poles of extravagance and death.
The quarrel is between freedom of thought, the breadth of desire
on the one hand, and calculation, restriction and hard-heartedness

on the other,”

The shooting techniques adopted and invented by Kozinisev
throw a floodlight on his film aesthetics. Believing in the directorial
task of ‘selection and restriction,' Kozintsev did not make films to
distract people from life by showing them the magnificence of the
dress or pageantry of the ceremonies. He said: “I wanted to bring
Lear as close as possible to life.... | did not want to shoot the filr
in colour for this very reason. | do not know what colour grief is,
or what shades suffering has. | wanted to trust Shakespeare and
the audience: it is shameful to sugar Lear with beautiful effects....
One can show how beautiful ancient palaces were and one can also
show the unpleasant business which was usually carried on inside
them. There is an arithmetic of life and algebra of existence. | wanted
to deduce the formula of history on the screen; the natural law of
build-up followed by explosion. This was the formula deduced by

Shakespeare's poetry.””

Exercising modésty in the method of shooting, Kozintsev used
the visual angle and light to help create "Shakespeara's world, in
which what had come down through the centuries with all its life-
like qualities was clearly visible and in which everything which
belonged to a specific age was only dimly discernible, with only
the general outlines showing.""*

In his shooting of King Lear, Kozintsev focused not just on
an actor, but on his "whole living environment, a single cell in the
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world of tragedy. (He) wanted to see Lear in the midst of the fear,
flattery, and lies of the sleek figures of the officials, with their
imaginary importance and their falsa values - the world of politics.”*?
lustrating his point with examples from the play, Kozintsev writes:
“The brazen, tough faces of Cornwall's band are like members of
the Ku-Klux Klan with thelr nooses of rope and cans of petrol....
Can you understand the Duke of Albany without seeing him in a
library surrounded by books? Of course, he is a book-lover....
Gloucester's dying, decrepit little world: wrinkled, grey-headed old
men shivering over the fire; the tapping of sticks along empty
corridors , coughing and muttering .... Tramps, beggars, newly
released convicts - the many faces of Poor Tom ; in their midst
Edgar and later Lear are homeless among the homeless, on the
" rock bottom' of the kingdom.... The tragedy of Lear is created
not only by madmen ... but by collective madness arising on the
crest of events. It is related both to the deification of the King and
to the epidemic of suspicion and fear which catches hold of the
elder sisters and their subjects.”s+

Commenting on his shooting technique, Kozintsev wrote further:
“The main scenes would be shot coarsely, sharply, spotlighting the
roughness, the coarse-grained textures - sackcloth, rags, dark
weather-beaten forces. This is how we shot crowds in the twenties:
one could even see the pores of the skin and the pock marks. |
wanted the substance of the film to express the motif ( important
to the philosophy ) of the raising of the shrouds; the savageness
of the life's essence hidden beneath the wrapping of civilization.
This is how the ‘bare forked animal’' looked without adomment.”*
Thus Kozintsev used film aesthetics as a mode of translating
Shakespeare’s vision of life in terms of meaningful art.

While shooting King Lear, Kozintsev constantly remembered
Dostoyevsky and Meyerhold. "While shooting Lear, | remembered
the landscapes of Dostoyevsky, and Meyerhold's crowding on the
‘truck-stages’...not becayse they resembled the castles and roads,
the kings and dukes &f Britain... (twt) in the very depth of portrayal
there is a feeling ¢ the breaking apar of the epoch .., itis all charged
with everyday life like gur_'np-qhﬁur and unless the world changes
it’ will burst ints the air , intp the Immeasurable void, will scatter
as ashes, and the black whirwind of histgry will take the harvest
frorh the charred earth in ifs'iron hand. It is the same feeling of
tragedy ” **
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Kozintsev wanted that “the rhythm of Shakespeare must take
hold of the camera itsell,* & and what he wished to achieve on
the screen was that "the energy of the verse carries the shots
along wilh it, charges the cinematic fabric with alectricity.”** The
internal rnythm of King Lear Is tha essence of tragedy. “Rhythm
is the basis for everything: the spiritual life of the aclors, the
movement of the cameras, the relationship between man and space,

the tension of chiaroscuro.™*

For Kozintsev , editing as a major device of fim aesthetics
, was not just a matter of scissors, razor blades or tins of film cement.
Rather, “It was as If the celluloid had a life of its own: every melre
concealed buds of meaning, hints of emation, springs of thought....
Each frame of a shot was worth its weight in gold ....Editing was
a contemplation, an embodiment of feeling, an animated movement.
Metres, shots, frames ceased to have a separate existence; a
new reality appeared under one's fingers: the mould of a spiritual
world, a rocket shooting towards the area of the screen.” ¢°

The use of space in film constitutes one of the significant
elements of film aesthetics. What is the structure of space in
cinema? And what are its properties ? “So far as space is concemed,
it is clear that film space has a structure and properties which
distinguish it radically from physical, sculptural, pictorial, theatrical,
or any other kind of space.... Film space lacks such characteristics
of physical space as tangibility, density, weight, expanse, depth
and continuous existence. But on the other hand it affords pos-
sibilities which real space does not. The camera can move at any
speed in any direction. It can divide objects and give significance
and unity to a small, chosen section of reality. It can analyse space
by fragmenting it, then re-forming it into a new whole. The camera
can abolish distances, can make objects as large or as small as
it likes. It can accentuate, abolish or distort perspective. Finally,
the camera can control... forms, volumes, and appearances.” *

Discussing the concept of space signified by the atmosphere
of Lear's palace, Kozintsev quotes the Chief Engineer of the
automated stations inthe then Soviet Union: "space is an aggressive
substance, 5o far as man Is concerned, harmful to life. Everything
is against us - the enormous vacuum, unimaginable temperatures,
cosmic radiation, interminable space..."*? Kozintsev then asks the
question, “How do people feel In the presence of the King?,” and
quotes the same engineer for the answer: “One sida of the station

o
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* Islit by the sun, and figuratively speaking, Is like being in the Sahara
Desert but twice as hot, the other side which is in shade is twice
as cold as the Antarctic. But when the station turns, the whole system
is reversed.... This is how the banishing of Cordelia and Kent
happens; and the quarrel with the King of France.” ¢

The tragic quality of space is a complicated concept which
Kozintsev explains with reference to Orson Welles' all-time great
film Citizen Kane. He writes: “The enormity of the material world
and at tha same time the fictitiousness of this world of marketable
worth is contained in a single man: Orson Welles' Citizen Kane.
The expansion of his possessions and the contraction of his spiritual
world. Everything is realistic on the screen - the photography creates
objectivity of expression , but the wide-angled vision distorts the
perspective: space is stretched out and elongated; however the
sharpness of the most distant perspectives is retained. It is the
tragedy of a man who tums out to be alone in the midst of an
innumerable quantity of objects. After mastering the production,
multiplying and selling of things - thoughts, feelings also being things
- the man himself becomes a thing, a soulless man in an emptiness
stuffed full of things.” ¢«

The concept of space in theatre was well-articulated by Gordon
Craig. Kozintsev has made references to this in his diary. He writes:
“According to Craig's conception the vastness of space carried the
theatre on to ancther plane of thought; behind the plot and the
characters, behind the external events towered the threatening,
eternal powers of existence.... Craig discovered in the very music
of Shakespeare’s poetry, in the abundance of its generalised images,
in the mysteries of its meaning, the loneliness of the human soul
in a world of commerce and industry, the falsehood of civilization's
outer covering, the depravity of its emotions.”** Kozintsev also
observed that * beyond the theatre lies not the depths of life but
the flat surface of the screen. Space is not a biosphere of time
... but the illusory reality of the cinema : the screen has made
a tight covering over life."**

It has to be remembered, however, that space In the cinema

“is not an Intractable, solid thing, but someathing which can be handled
on the screan with the same omnipotence as we manipulate physical

" space In thought, Imagination, or dreams. Thus it has the properties
of abstract space with the reality of the sense world. This peculiarity
of cinema has possibly led to more freedom of approach in other
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media, particularly graphic ans. It also relales to 10eas about space
which modern sclence has brought into our concept of the unwersﬁ.
The cinema can demnnstrate visually what science proves empiri-
cally: that the space we experience through our senses in everyday
life has only an lllusory tangibliity.”¢? Kozintsev's King Learlhas
used almost all these dimensions, implications, areas and meanings

of space.

Kozintsev's film aesthetics and ideclogy as revealed in King
Lear can be seen at work in his observations about the apen{ng
scene of the play. He writes: “There must not be anything wild,
primitive or prehistoric about the beginning of the play. It sl'lmurd
be as similar as possible to contemporary diplomatic receptions:
polite inscrutable faces; the savage animal beings are hidden behind
a civilised exterior.”¢*

How should Lear appear in the first scene? Kozintsev says:
“In the first scene Lear's face must not be visible; only the mask
of power. The change in his position is illogical. He is completely
uninterested in all details of human life. He is blind and deaf to
everything that is natural....There is no hint of the real suffering
and then the thoughtful eyes which appear later, when the mask
has disappeared....| repeat: at first it is a mask of power rather than
regal serenity.”®®

Kozintsev's visual script of the first scene is worth quoting in
detail as it reveals both the depth of his aesthetic mastery of the
medium and his ideological persuasion. He observes: "The first
scene (the division of the kingdom) bears no resemblance to palace
ceremonials, it is more like a gambling house, only everyone’s eyes
are fixed not on cards, but on a geographical map. None of the
characters moves an inch, it is almost as if nobody breathes. Only
one tiny movement is perceptible in the enormous hall: the King's
finger traces lines on the parchment, outlining the new boundaries
of the kingdom. They will be announced any moment.”

“The question the King asks his heirs - ‘Which of you shall
we say doth love us most' - Is a kind of invitation: ‘faites vos jeux.™

"A strange miniature ballet begins: an almost imperceptible
movement from a courier (his nerves couldn't stand it longer)
alternates with a similar almost unnoticeable gesture from someone
elsa: someone catches his breath and in reply, someone else makes
a small step forward.”
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"A more noticeable movement comes from the flames flickering
in the candlesticks. Drops of sweat break out on the foreheads of
those standing in front. In the background behind those gathered
round the throne stand the courtiers who are not taking part in the
game but only betting on the players - thus binding their own fate
with the others. In the darkness of distant halls stand the phalanxes
of the guards, forming the boundary which separates those who
hold power from those who hold no rights at all.”

"The people without rights, the crowds In thelr thousands, await
their fate outside the confines of the castie, outside the confines
of the second line formed by the cavalry. In their ignorance they
mistake the game for divine providence. The old man, who is no
ditferent from them, seems to them like a god as he now bends
over the map. The game comes to an end, the lights go out - the
lights on the battlements of the towers; soon another fire will flare
up, the time of ruin, destruction and war will begin.”7°

‘Sound’ constitutes yet another significant element of film
aesthetics. According to Kozintsev, “Sound Is a very complex
conception. A certain tone. Are we really only concemed with what
is heard?.... "'What was sobbing within her? What was fighting?/ What
did she want from us?’, wrote Blok about Komisarzhevskaya....Gogol
heard the strange sound of a string ringing through the mist and
his Diary of a Madman finishes on this note....Blok repeated the
image but strengthened it, changing the quaily of the sound: ‘So
ring out like an arrow in the mist/ Angry mood and angry sigh!’ ....Lear
can (and evidently must) speak quietly and of course completely
naturally, but his thoughts and feelings must sound like an arrow
in the mist."™

Just as in the visual construction of a scene, the metaphorical
significance is more important than the literal, the symbolism of
sound is more important than its literal use. Kozintsev says about
the use of sounds in King Lear: ® ... it Is not so much the noise
of the wind and thunder that one must be able to hear, but the voice
of evil celebrating a victory.” ' Moraover, sllence Is of vital impor-
tance in sound cinema. Kozintsav rightly says: “In sound cinema
silence is very effective. We ware trying to create a magnetic field
of silence, an expanse of fear - and praying to God that no one's
boots would squeak, or their breathing be audible. There was not
a sound, only the oppressive silence of enormous buildings. Only
a change in the expression of a courtler's eyas: the moment was
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approaching, any time now... and the sllence was broken by afanfare,
signalling his entrance? No. By a drum roli? No. By a canon salute?
No. In the dead silence, the lool's bell sounded-a long way behind
the door, but quite distinctly. " But Kozintsev also knew that the
“linking of visual portrayal with sound Is not easy. Sound travels
over space and changes Its shape. No one I8 surprised by the epithet
‘sllance’ In describing a landscape. It can be not only silent but
also dumb."™

Muslc forms one of the most powerful components of sound .
in cinema. Kozintsev used muslc In King Lear as an aesthetic

device. As he put It: “The music does not accompany the shots,

but transforms them. In the key episodes [t wedges itself between
events just as the lyrical digressions wedged themselves between
the story line in Dead Souls ... The music should be the voice
of the author.”" ™ Kozintsev used music in a contrapuntal manner:
“The composer and | inmediately agreed that the music would be
linked with the Inner meaning rather than external action and would
develop contrary to the events, Independent of the construction of
the scene. Our general programme consisted of not illustrating

or accompanying anything."?¢

Kozintsev could also hear the sounds of nature, which he tried
to capture in King Lear. "“Tragedy also has’a voice: the whole world
of nature is drawn into a dialogue. The clouds pronounce soliloqules,
fire and the sword speak to people.”™ For Kozintsev music played
an important function In a film like King Lear. “The music carried
on a dialogue with the characters and changed the expression of
their eyes. The area of action was Immediately made wider and
deeper although on the screen nothing more than a face showed.
These shots would have lost their significance without music. We
tried to show that the earth on which our actors walked was ordinary
earth and that the circumstances of the action were real. But with
the music there also appeared over It all the ‘gods, disasters, splrits,
fates, wings, and talls.' One can put it more simply: the metaphors
and hyperboles which we had cut were reintroduced Into the texture
of the work." ™ In the scene In which Lear shouts:' Blow, winds
, and crack your cheeksl Ragel Blowl', “the voice should balong
to music. Musle Is nearer 1o the original, What sort of musie should
it be?... the rumbling of darkness moving over tha earth. Music from
the past, man's pre-history?... Or a foreboding of the future, of
what might happen If the powers of evil are not held in check?"™
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Finally, Kozintsev , In his search for an appropriate sound
aesthetic for King Lear, used the purlty of sounds as a counter-
comment on the evil deeds: “The blacker the deeds bacome., the
purer sounds the voice of tears. We chose a place in the choral
music where only the highast and purest volces were singing: the
mothers are weeping. The chorus s asking, 'You murderers, what
are you doing?'... Now this sound must be tumed up to full volume;
the clash of stesl Is powerless to drown the volce of mankind. The
harder tha steel tries to overcome it (when we re-recorded the sound-
track we included the nolse tape with the crackling of fire and the
thundering of destruction), the clearer it sounds. And then there is
nothing left but the chorus....There was a particular significancs in
the conflict of image and sound, the chaos of noise and the structure
of the music: by its very nature villainy has to drown and deafen
- Cordelia is ordered to be put to death quietly so that no scream
should ring out, so that no-one should hear so much as a groan.
Why are these two defenceless people dangerous? Because they
could move the soldiers to pity them, Edmund says. They must
not be pitied. Pity is a threat, a danger.... Shostakovich expressed
pity like a force. There is such an abundance of fesling contained
in the grief of his ‘lament’ that it gives rise to faith: the evil times
will pass, they cannot do otherwise if such a voice is heard."*®

Kozintsev's King Lear remains embedded In our memory and
consciousness long after we have seen the film and read his diary.
It is an unforgettable experience. The ideclogy and the aesthetics
of King Lear ralse It to the level of a masterplece of world cinema.
Kozintsev has used all the resources and power of film aesthetics
lo translate Shakespeare's literary vision and world-view into a
memorable and moving experience.
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HEMINGWAY'S A FAREWELL TO ARMS
AN ANALYSIS IN FILM & LITERATURE

S.5. Deo & Monlka Gupta

Any work of art Is primarily a reproduction of a sensate
experience through Impressions made upon the observation of
the artist. A novel and the film made on It are, howeve r, identical
in theme and also aim, but the two are not necessarily the same
in their artistic presentation. Hemingway's A Farawall to Arms is
both a literary novel and a film, but the artistic excellences attained
by each are certainly of a different meaning and magnitude. The
book A Farewell to Arms (1927), a masterpiece In a love theme,
Is successfully knitted in the sensibility of a war fought in the Itallan
and the Austrian borders. The film, too, has been a masterplece
in bringing out the theme of the novel through visual effects on
the screen, but their merits stand miles apart,

Literature, particularly fiction writing, feeds upon the individual
impressions of an object, theme, happening, or situations the
author observes and, attimes, undergoes. It Is very often the detail

. of the impression he has had undergone, and thereafter repro-
duced in an honest and contemplative description. The work of
a novelist is to convey the chain of happenings in the form of a
statement he personally feels, and ascribes it a viewpoint which
is individual but has a tendency of growing universally. Hemingway,
in presenting "The Farewell to Military Arms,” evinces his indi-
vidualistic approach to the idea of both arms and love, establishing
the fact that he writes for the sake of writing, presenting a personal
viewpoeini, or to say, an experience and, not an ambition of
becoming popular. The bock as a plece of literary art reflects
Hemingway's “desire to reshape the broken image, the battered
world and the blighted values of life,* presenting his hatred for
war as the theme of the novel. Since the writer has to depend
upon the Images as a weapon of exhibiting the sensibility behind
an episode, Hemingway has succeaded In highlighting the sinews
of war and the slow and dumb working of love. It Is also there
that the imagery used by him exhibits the gauge of his Impressions
of war as well as love. The book comes as a statement, a
photograph of the impulsive but thematically very strong entities
of both war and love. The Ideal of a romantic “relationship which
had started off with sexual frivolity” between Frederick Henry and
Catherine has perfectly been matured Into a classical "sense of
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togetherness™ Tha value and artare retained in their perfect sense
of meaning, and also description therein of the impu Isive conflicts
of war and love. '

Whereas the film "A Farewell to Arms" Is a reproduction of
the novel, A Farewell to Arms, a lot of distortion has been made
in both its value and meaning. It Is true that a novel “tends to
abide by, yet explore the possibilities of psychological law,” and
also that the film “tends to abide by, yet explore the possibililies
of physical law,** the film on the book has diverted the whole
effect to a different end. The meeting of Henry and Catherine in
the field of war is by virtue of their official deployments, where
the aesthetic of beauty and duty together converge for the sake
of the aesthetic of love. The ethics of the glorification of love
through sexual infatuations takes place on an implicit, a natural
way, such that the sense of togetherness seems to have been
bestowed upon them, and not acquired through any of the physical
bindings. The film has truly been a successful effort because it
makes the theme more clear through visual effects. Naturally, the
spectator feels comfort in witnessing the sensibility and the related
happenings with his own eye. The film has, of course, been
advantageous in making the whole story an episode under the
visual scrutiny of the spectator. But the movie as a reproduction
of a book is limited in communicating the idea as well as the
emotion embodied by the author. It is not only twice, but thrice
removed from reality in the author’s point of view of feeling and
thinking. The movie, "A Farewell to Arms®, is the imitation of the
author's imitation of an eplisode in war and love. The heroine in
the book is sincere, given to duty, idealistic and slow-going, and
very hard to be initiated into sexual relationship. Henry is, likewise,
a passionate hero in warfare, ambitious to fight great wars, and
has courage to grow like a Shavian, professional soldier, without
ever submitting his romantic glamour to any creature of beauty
on earth. But, the simple-hearted Henry, a perfect soldier, given
to his sense of duty and valour, Is seen naturally falling down like
a huge castle at the throes of a sane and gentle creature like
Catherine. The film on the same Issue fails and seems to have
aimed at a different purpose.

A work of literature.succeeds In plot, and a film on story. The
process of a book of fiction extends aesthetic pleasure through
its Inward movement by virtue of which the character appears to
be introvert. Hemingway is a genius In this :egard because his
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art of characterization involves an Introspactive detail of the inner
being put In the mes# of most human Impulses and emotions.
Catherine is a forelgn national in Switzerland, and never knows
that she would die in love of a foreign hero, ending in an alienated
sort of death. Her infatuation Is silent for Henry, and silently does
she grow in her love in an aesthetically ecstatic order, establishing
Hemingway's ambition "to concern himself with the ullimate crisis
of human experiance, to surprise the human soul naked as il faced
up to an ultimate challenge.” Literature relates the essential
reality, whereas the film the apparent.

"A Farewell to Arms” as a film is an attempt of presenting
Henry's infatuation towards Catherine. The love episode, including
the passionate romance between Frederick Henry and Catherine
Barkley, has so finely been communicated that the cause behind
every happening appears to be a naturally knitted fibre down which
further happenings keep on clinging. The different episodes in the
graph of happenings in the main book are so naturally interwoven
that the presentation of the theme comes as a full statement from
which a single word dropped would alter the whole meaning. It
is, of course, the plot construction of the novel which had really
won laurels for Hemingway in channelizing the most terse as well
as the fluid emotions into an artistic presentation.

The film, however, grows on the story of the novel itself; it
lacks the presentation of an organic whole of the happenings. For
instance, "the baby" in the book is a "symbol of new life and a
promise of stability® giving them both a feeling “as though
something were hurrying® every time. The film has missed in
giving a serious thought to the meaning of the baby in the life
of the two. It is not as well a fine presentation of the episode in
a meaningful way. Since a novel is dependent entirely upon a
symbolic medium, standing between “the perceiver and the sym-
bolized percepta,” the concept of performance and real reading
are changed, bringing to light the fact that the two can never be
distinguished. Thefilmon A Farewell fo Arms succeeds in conveying
its message to the people, but, agaln, it has fallen short of
projecting the author's message as In literature. The film maker
has no rule to follow, and so he has taken liberty to the extent
that his production confines it to a tale of romance, and not (o
dedication and sacrifice. Of course, Hemingway has depicted
Calherine as the leading character before whom the adolesence
courage and love of Frederick Henry completely submit. But the
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film tends to dvershadow her by Henry, perhaps, more for the
. praisa of valour by the film-going masses.

The prime question, which relates to both the novel and the
film, Is that of aesthetics, concerning beauty born of virtue, and
not an experence explolted In senses. It Is true that Hemingway
often uses "sex, as he used drink, to blot out painful thought,*
but the passion turning to love takes up “the quest for meaning.”
A Earswell lo Arms as a novel presents Innate pleasure through
beauty, a virtue far above the real. Whether it Is Henry's passion
for Catherine, or the passionate reverle of the latter, things are
certain tnat the novel grows on the Implicit cause of the innate,
say truth, between the two. The book, of course, is more truthful
because Hemingway makes Henry's attraction for Catherine natural
by presenting a sensual picture, which draws any reader very closse
to an Imaginatively Innate pleasure. The film has avoided the
descriptive excess, keeping In mind that a viewer "cannot be both
broad and critical together.™ Even if Hemingway Is held guilty
of *Catherine's death because of his fondness of the hero®® the
former leaves behind her aesthetic Impression on the minds of
the readers. An outburst of passion developed into an intense love,
and, finally, ended In a calamitous finish, makes the novel
marvellous. Catherine, in the novel, stands opposite to war,
"symbolizing a new ethos, a positive re-affirmation of life-prin-
ciple."" The end, naturally tragic in a sense, overtakes Catherine
. Barkley and Frederick Henry as "painful reminder of the dichotomy
between the individual will and reality.** The film, of course, is
more successiul in depicting the movements of the main episode
as the sensibllity has beautifully been made available to the
spectators. It is definitely there that the film on A Farewell to Arms
is "reeking with morality,""* but the confinements are to a particular
view beyond which spectators can nelther think, nor understand.
It can well be analyzed that in a novel the writer leaves everything
to the Individual reader to imagine and think In his own specilal
way. The film forces upon a viewpoint through its visual effect,
a scene, a situation, which the general spectators consider in a
common way. It can be sald that the tendency in a film is to
popularize the viewpoint the producer has made upon the reading
of the book. The novel, A Farewell to Arms, Is superior to the
film because the Impression held by our Imagination is far superior
to those held by our sight. Needless to point out, the organic
Impressions formed In the mind are broader than the plcture
conceptuated by the sight, given with the rule that “our eye Is
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weaker than our mind." The book, A Farewell lo Arms, is, in
a sense, about "people acting under pressure, not in any everyday
environment, but in abnormal conditions of extrema stress.” The
film on the theme Is to make appeal to the "perceiving senses,”
free to work "with endless varlations of physical reality.*" The
fact is that the Issue of the glorification of Catherine's departure
as a symbol of revival of new life has never been picturized so
poignantly as It appears In the book. The emphasis, of course,
has been laid upon the hero; neither does Catherine Barkley, nor
her beauty, finds scope in the picturization of the scene. Emphasis
-has been laid uponthe hero, Frederick Henry, making him discover
that the "attempt to find a substitute for universal meaning in the
limited meaning of the personal relationship is doomed to failure.”

A novel is the display of an introvert action of the protagonist,
whereas a film is an extrovert approach in bringing out the inner
being. It is so that a novel has "to retreat more and more from
external action to internal thought, from plot to character, from
the social to psychological realities.* The filmis like the paraphrase
of the novel. A film is a cooked food on the raw material supplied
by the author, made relishing with the suppliants, like dialogues,
visual aides and several other effects. The producer of the film,
*A Farewell to Arms,” has made the film palatable in his own way,
which the spectators applaud with its war and love theme. The
book still dominates over the artistic presentation through visual
aides. A book like A Farewsll to Arms is time-art in which "the
formative principle is time®, compatible to the speculation that the

_formative influence inthe "filmis space.”"* A novelis still a standard
to a film, and not that a film can standardize it upon the novel
on which it is made. The dominant "informing characteristic of
representational art is the transparency of the mode by which
fictional world is created."™ The film on A Farswell to Arms can
be judged by reading the text; the novel is tested through it. It
is true that the movie encourages the reading of the text, but the
bondage of the scope still distinguishes it from the latter. The book
is created and read In terms of space, whereas a film has to be
confined to time. It can otherwlse be said that the filmon A Farewel!
to Arms has a characteristic to grow from the universal to the
individual, whereas the book grows through the system of eleva-
tion of the individual to the universal.
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THE MOVING CAMERA WRITES: THE
IMPACT OF THE FILM ON THE NOVELS OF
GRAHAM GREENE

Urbashl Barat

Perhaps the adjective most | requently used for Graham
Greene’s novelistic techniques is cinematic. Ever sinca photog-
raphy was invented, of ceurse, the camera has been an important
source of inspiration for the writers, and even belore films came
into existence, as Leon Edel has pointed out, novelists like Balzac,
Tolstoy and Flaubert had turned themselves into moving cameras
(1974:177). Thus Christopher Isherwood's famous, if somewhat
simplistic formulation, ‘| am a camera’, can be said to sum up

novelistic methods in general, and those of the twentieth century
in particular.

Isherwood's remark is so applicable to Graham Greene,
however, that it seems to have been made with him in mind rather
than with the modern novel as a whole. Not only was Greene an
avid film-goer, whose childhood viewing of popular adventure films
remained as potent a source of creativity as his early reading
(Greene 1981b:14), for many years he reviewed films and books
on films (notably for the Spectator and the short-lived Night and
Day) and wrote film scripts and film stories for American studios.
The roots of his involvement with films thus go deep as far down
as his early formative years in Berkhamsted, the old Hertfordshire
market town where he was born and grew up and which was to
generate his art. "Here in Berkhamsted was the first mould of which
the shape was to be endlessly reproduced, he comments in his
autobiography (1981c:11), and Berkhamsted's old-fashioned High
Street boasted of a cinema-hall Incongruously jostling against the
shops and the dentist’s clinic. This was to form an enduring and
meaningful image throughout his work, so that films and film-going
act almost as markers, as it were, of his characters, his theme
and his world.

Not surprisingly, therelore, the writers Iin Greene's novels are
constantly aware of the way In which films have allected contem-
porary methods of narration, Thus, In Stamboul Train, his first
major work, which, incidentally, was based on a film (Grand Hotel)
and which was, moreover, written with an eye to the possibility
of its being filmed, Mr Quin Savory muses on how to capture the
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sense of movement of the cine-camera in the prose of the novelist
(104). Later, In The End of the Affalr, Bendrix, the novelist-
protagonist, discusses how his dissatisfaction at the way a film
basad on one of his books had turned out suddenly dissipates
when he discovers that a cinematic Image immediately commu-
nicates, and more effectively than iterary rhetoric can, the passion
that he had wanted to convey In his writing (43). The film, then,
can provide astriking and effective objective correlative for thoughts
and feelings, and It Is so used In Greena's own novels, where
the characters are often film-goers themselves.

The unreality of the popular film is usually an ironic coun-
terpoint to the reality of the human situation in Greene's work.
In It's a Batilefield Milly's attempts to get her husband released
from his death-sentence are placed against a description of
Royalty visiting a cinema:

‘Business at a standstill,' sald Condar. Mounted police backed their horses

at the edge of the pavement keeping the road clear. ‘If you wanted to

buy something, you couldn't. If you wanted to meet a man on business,
you couldn't, Wa've been sitting here now for a quarter of an hour.

‘Patience’, Conder said, 'you've got to bae patient. This is a State occasion.
Tha Quean's going to a talkie." (105-6)

A man's life and his family's happiness are petty and insig-
nificant beside a Royal visitto a film; it is obvious that Milly’s efforts
are futile, and the theme of individual and social isolation that lies
at the core of the novel is conveyed without any overt comment
on the novelist's part.

In later novels it is not so much film-going as the effect of
the film on the viewer that is important. In Brighton Rock Pinkie
takes Rose to see a film on their wedding night, to delay the
consummation of theirmarriage, a prospecthe dreads and loathes.
But the film they see is a romantic one and only serves to remind
him of the ordeal ahead of him. The artificial emotion of the film,
moreover, reinforces his own deep feelings, ‘and suddenly, in-
explicably, the Boy beg [ins] to weep' (179): not because he is
moved by the film music or by the unreality of the situation in
the film, but because of Its Ironlc relevance to his own, which
sharpens his sense of horror, loss and despair at what is hap-
pening to him, Similarly, D. in The Confidential Agentreflects upon
the ironic contrast between the world of the popular film and that
of the world in which he lives:

It was curious and pathetic...It was as if some coda of faith and morality
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had been lost for centuries, and the world was trying to reconstruct it from
the unreliable evidence of lolk memories and subconsclous desiras--and
perhaps some hieroglyphics upon stone. -—-If we lived in a world, he

thought, which guaranteed a happy ending, should wa be as long discovering
it? (65)

Films and film-going achleve a symbolic effect in The Quiet
American. On the night that Fowler arranges for Pyle's death, he
goes to see a film to pass the time and to establish an alibi for
himself. But Scaramouche, with its romantic adventures in a world
in which black and white never blend Into greys, is no escape
from what he has done, for its hero and his actions provide an
ironic comment on Pyle's life and brand of innocence:

...Emol Flynn, or it may have been Tyrona Power (I don'l know how 1o

distinguish them in tights), swung on ropas and leapt from balconies and

roda bareback into Technicolor dawns. He rescued a gid and killed his

enamy and led a charmed lifa.

The relevance to both Pyle and Fowler is unmistakeable, and
Fowler concludes grimly:

It was whal they call a film for boys, but the sight ol Oedipus emerging

with his bleeding eyeballs from the palace at Thebes would surely give
a better training for life today. Mo life is charmed. (180)

This is not just a bitter comment about the real world, or about
the shallowness and triviality of Pyle's romantic ideas, which
Greene had elsewhere called ‘a Metro-Goldwyn philosophy’ of
fake kindliness and superficial truth' (1976:25). The contrast
between Scaramouche and Oedipus underiines the fact that The
Quiet American s a story about a journey towards self-knowledge
that must inevitably lead away from childish romance to pain and
acceptance.

Allusions to cinema-going might be less frequent in Greene's
later novels (after all, fewer people do go to see films these days),
but wherever they occur they are significant. Thus in Monsignor
Quixote the priest is quite bewildered by a potnographic film he
had chosen to view, altracted by Its Innocuous-sounding but
misleading title, A Maiden's Prayer (138). As they leave the hall
his friend the Mayor explains what the film had really portrayed,
and Father Quixote Is astonished:

He had always belleved that human love was the same kind as the love
of God, even though only tha laintest and lesblest reflection of that lave,
but those axerclses which had made him want to laugh aloud, those grunts
and squeals...[slc] (140)

His response Is an indication of more than his unworldliness. For
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he worries that his reaction of a musement to pornography, and
thus perhaps to sexuakty-as wall--one of the basic human drives-
-should be so atyplcal, and accordingly so inhuman. Like his
predecessor, the whisky-priest of The Power and the Glory, Father
Quixole believes that participation In everyday life and everyday
emolions Is the mark of humanity, and fears that he might have
lost his. Through his protagonist's feelings about a film, then,
Greene examines the measure of manhood.

What he suggests through Father Quixote, as through so
many of his previous novels, is that pornography and sexuality
are very different. Whereas pornography is artificial, superficial
and futile, human love can and does ultimately lead to the divine.
The distinction between pornography and sensuality (Allain
1984:181-2) constantly emphasized throughout his work, which
has behind it the old Augustinian distinction between agape and
amor, thus projects itself in the metaphor of the pornographic film
in his last novels. When Anna-Luise in Doctor Fischer dies, her
husband, ‘sick with grief' (102), goes to a soft-porn to arouse
himself, but finds it meaningless, 'like designs in a prehi-
storic--writings in the unknown script of people | knew nothing
about’ (111)--which is what D. earlier had felt about film romance. -

In his last novel, The Captain and the Enemy, however,
Greene's focus has altered slightly. The landiord of the inn to which
the Captain takes Victor warns them that the film now showing
in the local hall is unsuitable for a child (16); the Captain accepls
the landlord's suggestion, but is the life he introduces the young
boy to any the less unnatural and harmful? Later, when he takes
Victor/Jim to see King/Kong the differences in their reactions
indicate the differences In their temperaments, and ultimately
explain and foreshadow what happens to them. Where the boy
sees the story of the great ape as one of cruelty and victimization,
to the Captain it is one of love.

Films are a significant experience to Greene, then, and must
be taken seriously. They are as important as the academically
more respected genre, the drama (1937a:37), lor their purpose
i5 the expression of moral and aesthetic truth (1935a:353). Telling
the truth is after all the primary duty of the artist: 'This is not only
a malter of the artistic consclence but of the social conscience
too,” he explains in Why Do | Write? (1948:40). This the camera
does ‘with more exactitude and vividness' than the prose of most
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contemporary playwrights, so that ‘the truth of the general scene’
and ‘the truth of the individual drama' are easlly recognized and
accepted by the audience (1935c:940). The cinema Is especially
close to the novel (1937b:356), for both are built up of simple ideas
that must be felt with passion by the imaginative mind (1937a:70)
and of simple stories clearly located in time and space that widen
out to touch universal human experience (1937¢:659). This is
largely achieved through style (1948:40). The camera eye, like
- the neutral omniscient narrator of anovel, respects physical reality,
but even as it seems to re-create it, i's angle of vision is selective
and thus ultimately non-naturalistic, remaining, however, morally
truthful and aesthetically pleasing.

Greene's belief in the importance of the film led him to apply
their technigques to his novels; indeed, if James had formulated
his novels on the lines of the drama, Greene constructs his novels
as though they were films, or, as Evelyn Waugh puts it, Greene
the writer "has become director and producer' (Waugh 1948:323).
His presentation of a situation, a character or a scene is not only
strongly pictorial, it is cinematic. For instance, when Coral Musker
in Stamboul Train regains consciousness after having fainted, she
sees a strangely distorted world:

she thought that it was she who was bending over a stranger with a long

shabby moustache. She felt pity for the experience which had caused his

great anxiety, and her solicitude went out to the friendliness sha imagined
in his eyes. She put her hands down to his face. He's ill, she thought,
and for a moment shut out the puzziing shadows which fell the wrong way,

the globa of light shining from tha ground. (26-7)

The angle of vision is that of a camera shot taken from the
ground, looking upwards. Striking as it is, however, this is no
gimmicky experimentation with a camera: it is used to suggest
the future moment when the situation will be reversed and Coral
will attempt to succour the dying revolutionary; and to indicate,
moreover, that this is a world whare common human values are
turned upside down and concern for other people Is replaced by
self-centred and-imposed isolation.

Similarly, in A Gun for Sale the hired killer takes In the details
of his victim's room in a moment:

His eyes, like litlle concealed cameras, photographed the
room instantaneously: the desk, the easy chair, the map on the
wall, the door to the bedroom behind, the wide window above the
bright cold Christmas street. (6)
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The scene Is set Immediately, recording not Just the spare
furnishings of the room but also Raven's altitude: the murderer
is cold, calculating, unmoved, his bitterness reflectedin the phrase
‘bright cold Christmas street’. Minute attention to detail Iis accom-
panied by careful selectivity, so that each is functional ‘anld
contributes dynamically to the action or theme. When Scobie in
The Heart of the Matter Is forced to admit to his wife that the bank
has refused him a loan, he attempts to console her, while his
eyes--and the camera-eye with him--follow a lizard pouncing on
an insect: what Scobie sees and knows but will not admit to is
dramatically enacted by the animal's movements. Louise accuses
Scobie of not loving her, and ‘the lizard flicked across the wall
and came to rest again, the wings of a moth in his small crocodile
jaws' (59).

Although the impact of the film on Greene’s novels becomes
especially obvious from Stamboul Train onwards, it is present in
his earlier fiction too. For instance, in The Man Within, his first
published novel, Andrews, desperately fleeing from Carlyon, sees
the light from Elizabeth's cottage from a distance, and stumbles
forward to reach it:

The gray stones ol a coitage suddenly hunched themseives up betwaen

the trees. To the man raising his head 1o sea the ramshackle bulk it was

thoughthe uneven, knobbled shoulders of the place had shrugged themselves

from the earth. (14)

This a vivid cinematic rendering of his state of mind through
a moving image. With time and experience Greene's handling of
technique of the moving camera becomes progressively more
sophisticated and economical. Thus, the movement of the camera
in The Name of Action

_..across a widening gap Chant saw for the last time tha figura of Mr Crane,

the Amearican angineer, diminlshing momant by momant, as the tug swung
the barge inlo the centre of the river. (200-1)

bacomes markedly more subtle In The Power and the Glory and
The Heart of the Matter. The panning and tracking shots used
in these two novels, particularly in the opening scenes, have been
so frequently commented on that they do not require reiteration:
in both the camera establishes the atmosphere and sets the
characters in perspective, and even suggests their narrative
patterns. In The Powser and the Glory, for example, the camera
movas from Mr Tench to the vultures as they rise and flap ‘across
the town, over the tiny plaza, over the bust of an ex-president,
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ex-general, ex-human belng, over the two stalls which sold mineral
water, towards the river and the sea' (7)-- the sea over which the
whisky-priest hopes at lirst to escape the fate that Is pursuing
him; that the attempt to 1ly Is doomed to fallure is indicated by
the movement of the vultures. Towards the end of the scene a
ship begins to set sall, and the camera--and with it the
reader--shifts 1o the ship as it leaves: "“The land went backward
at a low and even roll, and the dark came quite suddenly' (19).
The darkness is at once literal and metaphorical, and contrasts
with the ‘enormous sense of freedom about the gull’; the whisky-
priest is "far back inside the darkness' on his mule. Immediately
the reader is brought back from his temporary freedom to the dark
land, which has become even darker by contrast.

Similarly, the dissolve in The Name of Action

The cold self-conscious stara from the imaga in the mirror at the long lable’s

end melted inlo and bacame the reflection of an excited faca laid across

the lights and dim scanery through the carriage window (6-7)
does not add very much to the plot, but in The Tenth Man, when
it is used to merge the sounds and shapes of physical experience
during Chavel's and Therese's walk together in the autumn mist
(82), the dissolve symbolizes the present state of their relationship
and foreshadows their final separation. Incidentally, The Tenth
Man is a film story like the better-known Third Man. Written as
a story outline for Metro-Goldwyn-Mayer, it was never made into
a film and lay forgotten in the studio archives for forty years, until
it was discovered accidentally in 1983 by a London publisher and
published as a novel two years |later. By this time, however, Greene
was no longer looking towards the cinema for his technigues; the
greater use of non-cinematic devices such as letters and diaries
from The End of the Affair onwards, the increased importance
of dialogue and polemic from The Honorary Consulonwards, and
the sketchiness.of the physical environments in his last novels,
preclude the employment of filmic methods of narration.

Nevertheless, there are cartain methods, based onfilm editing,
that Greene has always used. The most frequent of these, es-
pecially in the early novels, is the montage, which the novelist
defines by quoting from Raymond Spottiswoode's Grammar of the
Film: ‘the production of a concept or sensation through the mutual
impact of other conceptions or sensations: in its structural aspect,
the juxtaposition of shots, series and sequences in such a way
as 1o produce this impact' (Greena 1835p:472). Greene's equiva-



70 THE IMPACT OF THE FILM ON THE NOVELS OF GRAHAM GREENE

lent of the montage in his novels is a serles of concrete images.
In The Man Within, for Instance, montage is used fo portray
Andrew's state of mind when he sees the dead Elizabeth:

A spring ol blackberries in a muddy lane, a shrill voice talking in a crowded
bar, a man with a scrubby beard, a wheel that tumed endlessly with

gathering speed, a shock of stars that plunged across a great dark gap
of space, voices raised In shouts, the whistle of wind in spars, the sound

of water, a red laca plunged at him shrieking quastions, and then silenca,
a white face lit by candles and darkness and an aching hear. (21708)

The series of images brings together Andrews’s experiences and
his feelings about them. His ‘aching heart’ has been caused by
his troubled and unhappy association with the smugglers (the
water images), by his testifying in court (the voices) and by
Elizabeth, whom he loves but is now dead (the white face lit by

candles).

It is in Stamboul Train that montage is seen to ils best
advantage, for the entire novel is constructed on this technique,
which is particularly appropriate in a work which presents a group
of ill-assorted people going with varying objectives to different
destinations, who have only one thing in common: the long train
journey from Ostend to Constantinople. The atmosphere is evoked
and the theme of isolation communicated through the series of
vivid but unrelated images constantly juxtaposed against each
other. Thus, the novel opens with the purser of the Channel
steamer watching the passengers cross the quay to the train. A
succession of images as they flit through his mind create the
physical and emotional atmosphere. It is a grey, cold and wet
alternoon, and the only sounds are those of the crane, the rain
and the sea; the purser is immediately reminded of the uncom-
fortable journey just completed, evoked again through a sequence
of similar images, thus linking past and present together. Then
he looks up enviously at the crane operator, saved by 'thirty feet
of mist and rain’ from the people below. The feeling that individual
isolation s the only reality in this world is reinforced as the purser
calls out to Coral to remember him, though he knows that he
himself will forget her like all the others, whether it is the school
teacher who claims to be English, the Jews, the tourists on a
conducted tour, the sick and the old: and the narrator concludes:

This was tha first thing sha_ [Caral] shared with Richard John--below the
tramp of faet, the small of oil, the winking lights of signals, worrying faces,
clink of glasses, rows of numerals-a darkness in the purser’s mind.

(11-12)
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Through montage, .lhaﬁ. Greene shows his readers that people
are not really concerned about others; everyone is lenely and
exploited, and individual efforts to reach out to others must quickly

die out and all human relationships fail against the might of
selfishness and greed.

Another striking example of the effective use of montage may
be seen in Brighton Rock. Ida is waiting in a plush hotel bedroom
for a night of pleasure with Phil Corkery, but outside the window

the sea ebbed, scraping the shingle, exposing a boot, a piece of rusty
iron, and the old man stopped, searching between the stones. The sun
dropped behind the Hove houses and dusk came, the shadow of Mr Corkery
lengthened, coming slowly up from the Belvedere carrying the suilcases,
saving on taxis. A gull swooped screaming down lo a dead crab beaten
and broken against the iron foundation of the pier. It was the time of near
darkness and of the evening mist from the Channel and of love. (146)

There is irony, of course, in the contrast between the luxurious,
almost voluptuous, hotel room and the world outside, but there
is something else as well. The world outside is a seedy, decaying,
dying one; because Phil is coming to join Ida here he becomes
associated with the images of decay. This ‘places’ not only him
but Ida too, establishing her position in the structure of the novel,

and identifying her with the scavenging gull as she pursues Pinkie
and Rose. ' :

In The Heart of the Matter Scobie examines Louise's dressing-
table while she is asleep, with its pots and photographs, placed
together in any order, and the description ends with a summing
up of the meaning of her collection: ‘It was as if she were
accumulating evidence that she had friends like other people’ (22).
Greene's montage here Is not entirely cinematic, for he informs
the reader of its implications, in an extension of his praclice of
using abstractions at the end of a series of concrete dedails.
Evidently he is turning towards more purely literary methods, and
the process is accelerated by the ad option of first-person narration
in many of his later novels. In The End of the Affair, accordingly,
the montage has quite a different effect. When Bendrix, the
novelist-protagonist, 1alks about how to decide on the details to
include in his work, he wonders:

How can | disinter the human character from the heavy scene--the daily
nawspaper, the daily maal. the tralfic grinding towards Ballersea, the gulls
coming up from the Thamas looking for bread, anu_tha early summaer of
1939 glinting on the park whera the children sailed their boats--one of those
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bright condemned pra-war summars. (25)

The montage sets the scene, of course, but it also contrasts the
outer world of calm and placidity with the turmoil in Bendrix's
heart--and It also reminds the reader that the calm is in fact
deceptive, for behind it lie the tensions of a war that would enguif
contemporary civilization, just as the end of the affair leads to
the shattering of Bendrix's world.

Other devices of film editing are used to construct Greene's
later novels which are more subtle and effective than montage.
These guide the reader's emotlonal response, and give the novel
visual and temporal variety and the illusion of continuous move-
ment by frequent cuts and by varying the angles of vision of a
single piece of action. Stamboul Train, again, contains the earliest .
effective examples of the quick cut in Greene's work. For instance,
Myatt asks Coral to have breakfast with him. At first she thinks
of refusing, but then she remembers the stale and unappetising
food she has with her as the fragrance of freshly-made coffee
and bread walfts down to her. Immediately after that Mabel Warren
and Janet Pardoe are seen sharing thelr breakfast, with strong
black coffee (49-50). The sudden juxtaposing of the two scenes,
without a break, contrasts the two pairs of lovers, Myatt and Coral,
Mabel and Janet, but it underscores the links between them as
well, and ironically foreshadows the ending of the novel.

Greene invariably divides his novels into a number of small
scenes rather than presenting them as a flowing continuity, so
that there are constant shifts in the point of view that resemble
film editing. As Waugh remarks, 'It is as though out of an infinite
length of film, sequences had been cut which, assembled, com-
prise an experience which is the reader's alone without any
correspondence to the experience of the protagonist’ (Waugh
323). The action seems 1o be cut, and then re-created in a new
context. Waugh himself refers particularly to The Heart of the
Matter, but this technique is especlally Interesting in the case of
two earlier novels, A Gun for Sale and Brighton Rock. The pro-
tagonists of both these novels are criminals and villains, whose
moral ambiguity is their most striking characteristic. Accordingly,
the novelist constantly shifts the point of view, so that four differant
viewpoints, the protagonist's own, and those of the unsympathetic
world, of the sympathelic bystander and of the author, are con-
stantly placed against each other, forcing the reader continually
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to reconstruct the character. The response to him fluctuates from
moment to moment, so that one can nelther judge him nor con-
demn him. The opening paragraph of A Gun for Sale presents
the world through Raven's eyes, so that he seems a brutal killer
who doos not, howaver, realize that ke Is damaging himself nor,’
indeed, what he is doing, his lack of sell-knowledge ltsell pleading
for soma compassion. Then Anne passes him on the street, and
fesls sorry for him because of his disfiguring harelip and forgels
him; but immediately after that he overhears his landlord, a
detective and a maid calling him ugly, unprepossessing, accept-
able only because he pays his way. All these views, filtering to
the reader through Raven's point of view, combine to underline
his intense alienation. Pinkie in Brighton Rock is presented in
similar fashion, sometimes appearing inhuman, evil, and imme-
diately after that shown to be a young boy cruelly treated by
circumstances, a suffering human being.

It is from Stamboul Train that Greene's ediling techniques
. come into their own. From now on the novels are divided into three
to five large parts, and then info smaller sections, the chapters
often being made up of four-to six-page units. The last chapter
of A Gun for Sale is a fine example of the way in which cinematic
technique expresses theme. It consists of five short scenes, each
devoted to a different character. In each scene the characters
reflect upon the violence that has affected their lives in some way
‘or the other. They have no connection with each other: the viclence
has had no permanent effect on their lives. There are no transitions
betwean the sections: the novelist simply cuts from one location
to another. The theme is one cf human isolation: the scenes
themselves are isclated units, Each presents the viewpoint of a
person returning to his or her own routine existence unafiected
by the events portrayed in the novel.

In The Power and the Glory each scene Is d} ed 1o one
character and situation, each separate and yet integral to an
understanding of the character, indispensable to the action, func-
tional in itself, and ironical In its juxtaposition with [lha others. While
the ‘hero’ Is unguestionably the whisky-priest, the lleutenant’s view
is also given Importance, to balance between the "bad’ hero and
the ‘good’ villain, to suggest their equal status as fallen human *
beings, and to point to thair racognition of human qualitles in each
other. By constantly showing him through shifting angles of vision,
the priest becomes a fully realized human being rathar‘ll}an a
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caricatura.

Chapter IV of the novel will explain Graune’.'.v.l method. Here
a scene leaturing the dentist Is followed by one with Padre Jose,
then with those describing the education of Juan and of Coral,
and then one with the police chief and the lieutenant. The scenes
are unified through viewpoint, conslsting of a centre of conscious-
ness interspersed with authorial comment (a Iitarqry rather than
cinematic device), and by the recurrent motif of pain. The dentist
is used to pain, for it is part.of his profession: the fear of pain
makes the apostate priest refuse to help those who need him:
the pain of the martyrs in the stories of Juan's mother foreshadows
the ordeals that the whisky-priest will have to endure, with a further
parallelin his contribution tothe education of Coral, whose reaching
adolescence is marked with pain. The chapter closes and comes <
full circle with the police chief's toothache and the lieutenant’s
painful gesture of affection, tweaking a child’s ear. The scenes
thus become an integral unit.

The novel that contains the largest number of sections is The
Heart of the Matter, which is entirely built up of fifty-six short
" geenes. There are four important ways in which film editing is used
here: the use of very s! 1 scenes: the rapid cutting from scene
to scene: the brevity of descriptions: and the balanced proportion
of dialogue to narration. Only once does the scene remain the
same in more than two consecutive scenes, and that is the tuming-
point in Scobie’s life: his meeting with Helen Rolt. In each scene
the plot advances, cinematically, through interaction between
characters. Thus, for example, the novel begins with Wilson sitting
on the balcony of his hotel looking out at the scene below: Wilson
and his setting are thus placed against each other before he is
joined by Harris. The latter Is ‘evidently, from the way he talks
to Wilson, contemptuous of the natives and contemptuous equally
of Scobie's attitude to them: obviously Scobie Is very different from
the conventional colonial. This feeling Is reinforced by the quick
cut to a scene which shows Scoble at work, where he is clearly
respected by both his superiors and the Africans. Although,
therefore, Harris's belief that Scoble loves the natives may be
justified and the reader's sympathy for him arranged for, his
character must be assessed In the light of what his compatriots
think of him too. The earlier conversation Is important also because
it shows up Wilson's decelt--he does not want to admit he reads
poetry--though the reader might feel sorry for his embarrassment.
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Each scene, moreover, is linked to the one before in an
unobtrusive way, so that while the cuts give the impression of
cinematic movement there Is also a smooth-flowing continuity
which Greene had once praised as excellent camera technique:
'Itis as if the camara were handled like a brush in broad SWeeps
as distinct from the restless pointilliate effect given by many cuts’
(1937b:759). For instance, when Wilson quite unjustifiedly ac-
cuses Scoble of having an affair with Helen, Scobie calls him
‘crazy’, and Wilson begins to weep, looking up with hatred at
Scobie because he has seen him cry: the next scene opens with

wailing of the sirens in the rain ‘which fell in interminable tears’
(133-4).

After this novel, however, the moving camera is gradually kept
aside as Greene begins to experiment with more traditional novelistic
techniques such as first-person narration. The turning-pointis The
End of the Affair, in which everything is seen through the narrator-
protagonist's consciousness and which, accordingly, must do
away with cinematic objectivity. The movement away from the
cine-camera to the pen coincides with a renewed interest in the
drama and a career as a popular playwright, just as his novelistic
career had begun when he had started reviewing films. His lack
of success as a script writer and his dissatisfaction with the film
versions of his novels (except for The Third Man, which he believed
was superior to his original story) were undoubtedly factors behind
his loss of interest in the cinema. Besides, Greene's earliar novels
had perceived the problems of good and evil through swiftly-paced
stories full of action, which were suitable for cinematic presen-
tation: now he examines problems that cannot so readily be
explored through camera techniques, and dialogue, essential to
the popular stage, takes over from the earlier description and
narration: most of Doctor Fischer and Monsignor Quixote consist
of dialogue, and in A Bumi-Out Case and Travels With My Aunt
there are even stories within storles. These make for good reading
but not good viewing.

Greene does not, of course, totally abandon the devices he
had learnt from the cinema, for they are a part of the fabric of
all his novels and what distinguishes them from those of his
contemporaries. It Is simply that other, more traditionally literary,
methods of narration become more prominent. The moving cam-
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a very end of his novelistic career,
ad by the scratching of the pen. It
in which he excels and the most

era continues to write till th
but its whirring Is now muffl
remalns, however, the mode
striking part of his method.

REFERENCES
Allain, Marie-Francolse. 1984. Tha Other Man: Conversations with Graham

Greens. Harmondsworth: Penguin.
Edel, Leon. 1974, "Novel and Camera’. The Theory of the Novel: New

Essays. Ed, John Halperin. NY: Oxdord Univ P: 177-88.

Greene, Graham. 1980a. Brighton Rock. Harmondsworth: Penguin.
-, 1980b. A Bumni-Out Case. Harmondsworth: Penguin..

-.-. 1988, The Caplain and the Enemy. London: Reinhardt.

. 1982a. The Confidential Agent. Harmondsworth: Penguin.

.. 1981a. Doctor Fischer of Genava, or tha Bomb Party. Harmondsworth:

Penguin.
-—.. 1975. Tha End of the Affair. Harmondsworth: Panguin.

-, 1979. A Gun for Sale. Harmondsworth: Penguin.
..., 1981b. “The Lest Childhood.' Collecled Essays. Harmondsworth:
Penguin.
1982b. The Heart of the Matter. Harmondsworth: Fenguin.
_ 1980¢c. The Honorary Consul. Harmondsworth: Penguin.
1983. The Human Factor. Harmondsworth: Panguin.
1978a. I's a Battlefield. Harmondsworth: Penguin.
_ 1976b. The Lawless Foads. Harmondsworth: Penguin.
. 1980d. The Man Within. Harmondsworth: Panguin.
_ 1931. The Name of Action. Garden City, NY: Doubleday.
. 1980e. The Power and tha Glory. Harmondsworth: Penguin.
_ 1973. The Quiet American. Harmondsworth: Penguin.
 1881c. A Sort of Life. Harmondsworth: Penguin.
.., 1937a. ‘Subjects and Stories.’ Foolnotes to the Film. Ed. Charles Davy.

Londons Dickson.
.-, 1977. Stamboul Train. Harmondsworth: Panguin.

. 1885. The Tenth Man. Harmondsworth: Panguin.

..-_1981d. The Third Man and The Fallen ldol. Harmondsworth: Penguin.
.... 1682¢c. Travals With My Aunt. Harmondsworth: Penguin.

.... 1835a. Unlitled article. Spectator, CLV, September 6, 1935:353.
... 1935b. Unlitled article. Speclator, CLV, September 27, 1935:472.
.- 1935¢. Untitled anicle. Spactator, CLV. December 6, 1935:940.
... 1937b. Untitled aricle. Speciator, CLVIIl, February 28, 1937:356.
... 1937c. Untitled article. Spectater, CLVIIL. April 23, 1937:755.




URBASHI BARAT 77

== 1848. Why Do | Write? An Exchange of Views between Elizabeth
Bowen, Graham Greens, and V. 8. Pritchelt. London: Percival Marshall

Waugh, Evelyn. 1948, ‘Falix Culpa?' CommonwaalXLVIII, July 16, 1948:323.



THE CINEMATIC DEVICE OF THE FLASHBACK
IN JOYCE CARY'S TO BE A PILGRIM AND
THE MOONLIGHT

Hi- Hu EI"IEI"I'I'IH '

It is now a commonplace of art criticism that literature and film
are the two most important art forms of the post-War period and
that there exists a very close relationship between them. Patently,
as Morris Beja affirms, "there Is great value in looking at the two
genres together; such a palring enables us 1o get a sense of all
that they share, to be sure, but also of all the traits that they do
not, so that one may grasp as well what Is unique about each
form.*" In fact, literature and film are interdependent upon each
other. No doubt, initially it was literature that had an edge over
cinema and inevitably the latter was dependent upon the former,
but the fast, unprecedented progress in cinematic art since World
War |l unmistakably influenced every major literary genre. Thus
the poets, playwrights and fictionists have employed the varied,
invaluable cinematic devices in their writings. This is true of even
such major original geniuses of the present century as T.S. Eliot
and James Joyce. It is a well-known fact that T.S. Eliot in The
Waste Land and James Joyce in A Porfrait of the Artist as a
Youngman and Ulysses employ the cinematic devices of "mon-
tage®, "condensation®, "shots®, “cut”, "collage’, "dissolve", "flash-
back®, *fade-in", "fade-out", etc. The present article is an attempt
at demonstrating how Joyce Cary makes the functional, artistic
use of tha cinematic technique of flashback in two of his master-
pieces, To be a Pilgnim and The Mooniight.

Though primarily a cinematic device, the flashback is now
employed in the modern novel as well. It enables the writer to
delineate incidents occurring prior to the opening scene of a book.
The use of this technique upsets the chronological order of events.
The story does not move uniformly forward In time, but travels back
in the past at one or more stages and reappears In the present.
Recollections, narrations, dream-sequences and reveries are the
various devices used by a writer to depict past Incidents. As J.
W. Beach points out: “There seem to be two main reasons for the
manner of narration which departs widely from the chronological
order of events. One...is a question of the reader's Interast--of story-
telling strategy. It.is too cumbersome, too dull, to try to get in at
the beginning all you know about your character. The thing is first
‘o get him in with a strong Impression’; and then, to give him the
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development which ha deserves, you ‘work backwards and for-
wards over his past,' The other reason Is a question of naturalness,

lifelikeness, and getting away from the formality associated with
an author,**

Cary uses the flashback technique in two of his novels, To
be a Pilgrim and The Moonlight. Its principal form is the main
character's recollections, though at imes the past reappears in
a character's narration or reveria also. Wilcher in To be a Pilgrim
and Ella In The Moonlight repeatedly remember the past events.
It Is through this device that the principal episodes, prior to the
opening scenes of the two stories, are presented. It Is essential

for the author to present them, since they form integral parts of
the stories.

The flashback in To be a Pilgrim and The Moonlight is the
only technical device whereby Cary can convey his meaning
artistically and effectively. Wilcher in To be a Pilgrim and Ella in
The Moonlight must be presented through the flashback because
“their life is the life they have lived rather than the life they are
living."* These two novels depict the clash between past and
present, and hence past and present are shown intersecting and
interrupting each other throughout the two narratives. While dis-

cussing his use of the flashback technique with the Paris Review
interviewers, Cary remarked:

The flashback in my novels is not just a trick. In, for example, The Moonlight,
| used it in order to make my theme possible. It was essantial to comnara
two generations. You can't do that without a flashback contrast: the chio-

nological run-through by itsetf is no good.*

To be a Pilgnim Is throughout interspersed with flashbacks.
The time-ribbon in this novel Is again and again upset. It opens
with an unfortunate incident in Wilcher's life, viz. his separation
from his housekeeper, Sara, whom he wants to marry. Since his
relatives are opposed to his marriage with her, they get her
imprisoned for theft. Wicher falls seriously ill and is put in the care
of his nlece Ann, a qualified doctor, who cleverly takes him to
Tolbrook to keep him away from Sara. Robert, his nephew, comes
back from South Africa to prevent him from marrying Sara. Atter
that the story moves forward and backward in time. While moving

- inthe present, it primarily deals with Robert, Ann, Wilcher and Sara,
but it often travels back In the past to unfold the stories of Lucy,
Edward, Bill, Amy, Wilcher and others. A large number of past
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incidents are presented through the flashback technique so that
we may understand the presnet gituations and the events about
to occur. The flashback is employed malnly In the form of Wilcher's
reminiscences of the past, which form an integral part of his present
life. These recollections of old people and Incidents throw light on
the present, and thus help us 10 understand It.

The use of the flashback device in this novel is indispensabla.
The circumstances of Wilcher's life, as shown at the very outset
of the novel, compel him to seek refief In the memory of the past.
In the first place, he Is an old bachelor of seventy-one suffering .
from a heart disease. He has not been able to realise his dreams
and visions. Since he feels that he will not live long, he wishes
to spend the remaining few months of his life in the company of

those whom he knew and loved:

Wilcher feels isolated because as an old man he finds himself

incomprehensible to the young. *an old man's loneliness,” he says,

"is nobody's fault. He is like an old-fashioned hat which seems

absurd and incomprehensible to the young, who never admired

and wore such a hat.** Naturally, in order to forget his painful

loneliness, he frequently recalls the old days when people under-

stood him. Secondly, heis a man of contemplative nature

in dreams and visions. He has a sensitive nature and an impres-

sionable mind. Ola things, such as old trees, aré S0 dear to him
that he does not wish to part with them. He is orthodox and
conservative. He loves the past, and hates those whoare indifferent
to it. Thirdly, he Is living In a very old house at Tolbrook. Hence
beds, rooms, tables, chairs and other things of the house quite
often remind him of persons and episodes belonging to the past.
Fourthly, he is living in the company of Ann and Robert, who
constantly remind him of Edward, the father of Ann, and Lucy, the
mother of Robert. Edward, his elder brother, and Lucy, his elder
sister, were the two persons he loved and understood; they were
his models for many years. Lastly, he is extremely disgusted with
the young generation and the changes taking place all over the
world, On the very first page of the novel, he criticises modern
people: *People boast of their liberties nowadays, but it seems 10
me that we have multiplied only our rulers.”” No wonder, then, il

o
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the new generation and the new world often remind him of the
old generation of an entirely ditferent kind.

The revelation of the past through the flashback Is, thus, a
natural encugh devica. Basides, it serves an important purpose.
It Iannb!aa Cary to present before us the entire personality of
Wilcher, and thus lliustrate his theme of man's urge for creating
his unique world. Without a thorough knowledge of Lucy, Edward,
Bill, Amy and others, we cannot comprehend Wilcher; they reveal
him to us sometimes by contrast, sometimes by comparison.

The person who haunts Wilcher's memory most Is Lucy. She
'S ai huaegral part of his world, He has always desired to have
that sort of energy, taith and courage which she possessed. She
is indispensable for understanding his nature, because it was she
who inspired him with a dream of the life of a pilgrim. He owes
his religious fervour to her. She is unforgettable for him in yet
another way. She did not let him feel the oppressive weight of

loneliness. It was only after her death that he knew what loneliness
actually was.

Wilcher's mind is also crowded with memories of his elder
brother, Edward. Though endowed with religious instinct, he is very
lustful. The lasciviousness in his nature is the result of Edward's
influence on him. It was his impact that made him a dandy at the
university. Edward persuaded him to have sexual relation with the
littie maid of the family. He took him to his mistresses--Mrs. Tirrit
and Julie. Edward, Julie and Tirrit encouraged him to enjoy life.

Since he was fascinated by them in his youth, he often remembers
them in his old age.

Wilcher constantly recollects Bill and Amy, who also form an
essential part of his world. They were free souls and, like children,
were incessantly busy with creating new worlds. He experienced
a strange pleasure in Bill and Amy's company. Amy's indifference
to material possesslons was a matter of great admiration for him,
since he failed to overcome his araving for earthly possessions.

Sara, whom Wilcher remembers again and again, exerted a
profound influence on him. She gave him faith and happiness, and
impressed him by her sincerity. He regarded her as a woman of
principles. He thought: "Sara had renewed to me that joy which
is the life of faith."* He believed that nobody In the world, except
Sara, understood others, and she had that capacity because sha
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had charity in her soul. She revealed to him the fact that men are
only travellers in this world.

Wilcher's recollections of Lucy, Bill, Edward, Amy and Julie .
throw light on his character. He remembers them because caution
and possession, which have always worried him, never disturbed
their peace. He has ever wished for the lite of a wanderer--a frea
soul, having no raets in the world. Since he found Lucy, Bill and
his father embedying his dream of life, he Is unable to forget them,

When under the Impact of the stimulus, given to him by his memory
of Bill and Lucy, he escapes from Tolbrook to meet Sara, ha reflects:

*Atter all ... | am a Wilcher=I am like Bill and Lucy; like my father who spent
half hig lifa in camps and . It is in my blood, which is all English,
ﬂmLﬂiﬂ,hG&HMdﬁlmﬂt:MﬂMmlrmnﬂhﬂ a homa somewhera:
and If they must wander they take with them always a dream or legend
of home. But the English soul is a wanderer, a seeker. You find it in every

comer of the world... .**

Gladys, John and Lottie, whose lives are portrayed through
the flashback technique, also serve an important purpose in the
novel. They are the connecting links between the two worlds-—-the
world of Wilcher and the world of Ann and Robert. Gladys, John
and Lottie discarded religion and morality for a world of pleasure-
seekers, where disloyalty and despair prevailed.

Besides revealing Wilcher's character artistically, the flash-
back serves another purpose. It enables the novelist to make the
past criticise the present directly as well as obliquely. Sometimes
Wilcher, one of the last relics of the old generation, comes in direct
conflict with Ann and Robert who represent the present generation.
But quite often his recollections of the past and his comments on
it offer a brilliant Indirect criticism of the new world, inhabited by
Ann, Robert and others. The following instances will serve to

illustrate this point.

Wilcher discusses Robert with Ann. All of a sudden, discov-
ering in her a ressmblance with her father, Edward, he sees Edward
before his mental eyes. He has Ann before his psysical eyes and
Edward before his mental eyes. When he compares and contrasts
them, he is shocked to discover how different Ann is from her father.
But he cannot help her because he believes that nobody can impart
happiness to one who rejects all faith, He says: :

But all these gids nowbdays, after thelr first twantias, have that look. Sad

and rasponsibla.
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¥When | see Ann, daughter of that gay, that brilliant Edward, going about
as it her life wara finished, | want to stick pira in her. But what can | do?

Mo ene could plant happiness in a soul that rejects all faith. *

Thus Wilcher criticises the younger generation, lacking faith and
religion.

Let us take another example. Wilcher is shocked by Ann's
abusive remarks on his father's habit of beating Lucy and other
children for their faults. He thinks that it Is futile 1o talk to children
like Ann and Robert bacause they have only information, and little
education. They do not mind going to bed with each other, but
are shocked to hear that a bad child should be punished. He affirms
that he and Lucy, whom Ann pities for their hard upbringing, had
greater happiness In their childhood than Robert and Ann had. He
is convinced that the new generation cannot understand the virtue
of law and discipline, which alone are the source of peace amid
the turmoils of the world. At this point, he racalls some of the
incidents of his childhood, which show that Lucy and other children
were very happy, though they were often beaten by their father.
The following ideas about the children's world of his time, which

pass through his mind, offer a criticism of the concept of children's
world, held by Ann and her generation:

But none of us was encouraged to self-pity, the diseasa of the egotist. Religion
was not our comlorter. How could we ba comiored by hell fire; and individual
responsibility for sin? We ved in the law, that ark of freedom. A ship well
tounded, well braced to carmy us over tha most frightful rocks, and quicksands.
And on those nursery decks we knaw whera wa wo9, wa weare as careless
and lively as all sailors under dicipline. 1

The novel constantly portrays the conflict between the present and
the past, the new and the old. The present generation, charac-
terized by aimlessness, despair, want of faith, coldness, lack of
vitality and warmth, is criticized by the old generation which, as
revealed through the flashback, had purpose, faith, religion, hope,
warmth and energy.

In short, the use of the flashback in To be a Pilgrim enables
Cary to present his theme of the creative freedom of the imagination
effectively. The novel demonstrates that men create their own
worlds and are, therefore, perpetually in conflict with one another.
Thus Wilcher creates a pecullar world of his own. Lucy and others
of her generation lived In a world different from that of their father's.
" Lucy, Edward, Wilcher, Sara, Julie, Bill and Amy existed in their
own worlds and hence quarrelled with one ancther. The world of
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Lottie and others was different from those of their predecessors,
and was incomprehensible to Wilcher; and Ann and Rabert move
in an entirely new world, which constantly puzzles Wilcher. Cary
presents all this effectively by showing the progress of generations
not consecutively, but contemporaneously through the flashback
technique. Cary's use of this device contributes a good deal to
the condensed form in which the vast material of the book is cast,
If he had narrated events chronclogically, the whole presentation
would have lost much of its effectiveness and vividness.

The Moonlight differs from To be a Pilgrim not only in subject-
matter, background and point of view, but also in the use of the
flashback. In The Moonlight, a better balance is maintained be-
tween the backward and the forward movements of the narrative.
That Is to say, in this novel, the story does not travel back into
the past as often as it does in To be a Pilgrim. Consequently, the
use of the flashback in this novel is not as frequent as in To be .
a Pilgrim. This, perhaps, is due fo the fact that Cary gives Ella
the company of an elder sister, who keeps her away from that
loneliness in which Wilcher is shown living in To be a Pilgrim. A
lonely old man is mostly absorbed in thoughts of the past.

The novel opens with the scene in which Ella is extremely
happy to see Amanda in the arms of Harry Dawbamn. Perhaps the
only aim of Ella's life is to see Amanda, her illegitimate daughter,
married to Harry. Her efforts in this regard result in her vehement :
clash with her eldest sister, Rose, who holds that Harry, an ordinary
farmer of moderate education and doubtful character, is not a
suitable match for the highly intellectual Amanda. This quarrel
between Rose and Ella is due to their different approaches to love,
sex and marriage. MNaturally, it is essential for the novelist to
describe, in detail, their past life so as to make clear to the reader
their different attitudes towards sex. To achieve this end, he resoris
to the flashback device.

The omniscient narrator takes us back to the first fierce quarrel
between Rose and Ella during their childhood. Ella at the age of
flive set Rose's bed on fire simply because Rose prevented her
from going to a water parly. The scene is necessary, for it shows
that Rose and Ella have essentially different natures--the former
is responsible, sober, reasonable and firm: while the latter is
reckless, passionate, viclent and pleasure-loving.

The flashback continues even after this scene of violent quarrel

__—J
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and brings before us the scene of Rose's amorous relation with
. Groom. This scene Is an important part of the novel because it
acquaints us with Rose's views on love and marriage. The flash-
back shows how she sacrificas love for fillal duty and family welfare.
The purely sexual and romantic aspect of a woman's life does not
maiter much to her. Her sense of responsibility towards her family
s associated with her bellef in strict morality. She does not approve

ot her father's loose sex-life, and objects to his bringing Mrs. Carron
to the Villa.

The flashback continues further and introduces to us Rose's
younger sister, Bessie. In Chapter VI, there occurs a change in
the use of the flashback technique. Hitherto it is the omniscient
author who transports us to the old times, but now we are taken
back to the past by Ella's recollections. This change makes the
technique more convincing in the sense that seventy-four years
old Ella, having nothing to do with the present exceptto see Amanda
married to Harry, is bound to remember the good old days. Besides,

.she is contemplative, emotional and sensitive. Hence in her imagi-
nation, she lives in the past, which had given her numerous unique
experiences. The persons and events of the present remind her
of the bygone days. After her quarrel with Rose, followed by our
travel back in time to witness the scene of quarrel between the
two sisters in their childhood and that of Rose's love-afair with
Groom, Ella is shown on page thirty-three rushing into the Butler's
pantry. On page forty-four, we are told how in the pantry she not
only remembers Rose's old instruction that the first water out of
a metal tap should never be used, but also suddenly recalls the
youth of Bessle and her marriage with Groom.

The use of the flashback here Is necessary, since Bessie's
concept of sex, love and marriage Is to be brought to light in order
to present the different views on sex of the three women of the
same generalion:-Rose, Bessle and Ella. It is made clear to us
that Bessie was a flirt with a craving for physical pleasures. Thus
Bessie, as portrayed through the flashback, presents a contrast
to Rose In regard to sex, love and marriage. Ella's sympathy and
support for Bessle shows that she and Rose have different views
. on love and marrlage.

After acquainting the reader with Bessle's views on sex, Cary

has to evince Ella’s altitude towards love and marriage. For this,
~ again, he resorts to the flashback technique, and takes the reader
back to the scenes of Ella's love-making with Geoffrey Tew. In
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Chapter nine, Rose talks to Ella about the proposed change In
her will. She tells her that though she wishes lo see Amanda happily
married to Professor Moss, she will never force the marriage on
her. This at once reminds Ella of Rose's Interference in her love-
affair with Geolfrey Tew and Bessle's love-affair mr.rith Groom. The
scene is of great Importance, as it expresses Ella's views an love
and marriage. The reader learns how In her early youth her aim
was to fall in love, marry and have children.

A remarkable feature of the flashback technique as used in
The Moonlight and To be a Pilgrim is that remembrance of the
past occurs simultaneously with action inthe present. Forinstance,
in the following passage of The Moonlight, Ella, while climbing up
the stairs, thinks of the old unforgettable scene of her falling in
love with Geoffrey Tew:

But now, as with her agile but mheumatic legs, she climbed the stairs up
which, fifty years ago, she had danced, she thought, "Yes, | did love him,
aven then—1 loved his volca, his eyes, his hair, the way ha twirled his glass,
even his long nose..., and that was why, the naxt tima | was going to meet
him, | changed my frock three times... . And as s0on as | came in, Geoffrey
m“wmmmm.'muﬂqmlsh-ulsmmmm
for, that you would be the first. | wanted to thank you for backing me up
so splendidly last night.'

*How did | back him up 7" Ella asked harsell in wonder, as she had
asked herself a thousand times since. "l didn't say a word=| did'nt dare.
| was such a coward. But it seemed that ha faelt my sympathy... ."

*Oh," thought Ella, entering the box attic and sitting cown on an old
trunk, “how can | forget how | feit then. And he saw it, he felt it, too. He
tumed pale and said in quita a faltering voice, ‘| have baan longing 10 se&
you again'...."

“How quick he was, how sensitive," Ella reflected. “Yes, he sesemed
so assured and confident, he horrified me by the way he spoke to
Aosae--just laughing at har. Yas, ha was really rather Impartinent to Rose.
But that was because he was 50 sensitive--he was that kind of young man,

lika--." The Image of Robin Sant appeared in her imagination, but she at
enca rejected it.12-

The use of the flashback technique in Chapter Xl is purposetul.
It gives us a peep into the sexual Ideas of Ella, Bessie and Rose.
Ella is alarmed by Amanda's Intimacy with Robin, and therefore
overhears their talks on one pretext or the other, Robin's remark
that there is a great diflerence between the sllly ones who are
cheated and the wise persons who see through a plot leads her
to think about herself and her relations with Geoffrey Tew. She

thinks how she fell in love with Geofirey, and Is reminded of the

N
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other incidents of that period of her life, The next chapter records
@ number of other incidents related to Ella's love-affair.

A little later, Ella finds Amanda and Robin talking joyfully. She
thinks that Amanda does not feel anything, and is therefore not
at all upset by Harry's departure. This brings back to her mind.
her misery caused by her separation from Geoffrey. Here the device
of the flashback enables the novelist to show the past making an

. implicit criticlsm of the present. Amanda, standing for the present

generation, does not feel Harry's separation, while Ella, represent-

ing the old generation, was broken-hearted by her separation from
Geofirey.

In the last but one paragraph of Chapter XIV, Ella is, again,
transported to the past as a result of her looking at an old picture.
She remembers Bessie's relations with Ernest. She also recollects
that Bessie hated Rose when the latter remarked that she was
not a true wife. A little later, she recalls the scene when she was
playing piano for Emest. Then Bessie came in, and asked Emest
if he had fallen in love with Ella. Towards the end of Chapter XVII
and in Chapter XVIII, Ella is engrossed in the memory of her love
for Emest Cranage. The use of the flashback here is significant .
in that it presents a contrast between the past and the present
generations. Ella's love-affair with Emest and her craving for a
husband and children are juxtaposed with Amanda’s and Kathy's
coldness towards Harry and Robin respectively.

Chapter XX shows how the past, revealed through the memory .
of Ella, indirectly criticizes the present. Ella is exceedingly per-
turbed by her mistake in telling Amanda her real parentage. This
leads her to recall how Rose advised her never to disclose Amanda
her real parentage. She also recollects the whole episode of her
love for Emest Cranage resulting in the birth of a baby. These
incidents of her past life implicitly criticize Amanda and Kathy's
views on husband, children and sex-life. While the present gen-
eration, represented by Amanda, Kathy and others, is cold, intel-
lectual and passive In these matters, Ella and Ernest of the old
generation are vigorous, emotional and active.

When Amanda asks Ella If she ever had an income of her
own and led an Independent life, Ella recalls how on gatting the
legacy after her father's death she went all alona to London to
sea Amanda much against Rose's wish. The flashback shows Ella's
deep love for her natural daughter, Amanda. Though she had
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exhausted her funds, she was stifl determined not to go to thr_a_viua,
A large part of the past as ravealed here offers an oblique criticism
of the present generation of Amanda, Kathy, Iris and Dorothy, who

do not consider bables interesting in any way.

In Chapter XXXII, Cary, with the help of the flashback, depicts
conflict both among the women of the old generation and between
the women of old and new genarations. Iris, Dérothy and Bertie
come to the Villa on the occasion of its sale. The omniscient author
shifts us back to the time when about the guestion of the education
of Muriel, Dorothy and Amanda, there arose a quarrel between
Rose on one side and Bessie and Iris on the other, lris insisted
on sending the children to Beltham, while Rose expressed her deep

hatred for that school.

Some of Ella's recollections of the past at the time of the sale
of the Villa are essential in that they thraw light on Bessie's concept
of motherhood, and display the conflict among several women on
this point. The bitter quarrel of Dorothy and Iris regarding the
possession ¢f some of the goods of the Villa reminds Ella how
Rose always said that Bessie spoilt Dorothy. While searching for
_ Rose's blotter, Ella goes to Amanda's room. When she talks 1o

Amanda about Harry, marriage and children, she is shocked by
her notions, especially by her remark that she will not be a fit wife
and may not find babies interesting at all. Ella attributes all this
nonsense to her education and her school, Beltham, but Amanda
admires her education and her school. This takes Ella back to the
" past. She remembers how Bessie used to say that her children
must be ready for the new world. She, then, recalls the scene of
Bessie's last illness, which unfolds her deep love for her children
and her awareness of spoiling them. Bessie's idea of motherhood
is contrary to that of Amanda, who thinks that she might feel bored
with babies and would be a bad mother,

Chapter XXXVII offers another instance of Cary's artistic use
of the flashback technique. Ella thinks of Amanda’s pregnancy and
remembers Bessle. She compares the two women, representing
two ages, in regard to their concepts of responsibility towards
children. Bessia stressed that a woman must necessarily be a
successful mother and ought to maka her children decent, cullured
and happy. She criticized hersell lor being unfit to be a wife and
mother on account of her selfish and pleasure-loving nature. The
scene also informs us of Rose's concept of love., Speaking of
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G_r-:h:rrn. she remarked: "He understands love but not duty, and
. Without duty love is only a sentiment."" Ella also recalls Rose's
sense of responsibility for Amanda and the children of Bessie.

In the last chapter of the novel, the fight between the past and
the prasent reaches its climax. The past, as shown through the
recollections of Ella, offers a direct criticism of the present. Just
at the baginning of the chapter, Ella is shocked by the corrupt,
careless and defiant looks of Amanda, who has committed guilt
. but has not the moral sense and power to accept it. Her mind goes

back to old days, and she sees in Bessie and Rose an antithesis
of Amanda. .

In short, the flashback is necessary for The Moonlight. It
enables the novelist to achieve his aim of writing this novel, viz.
the dramatic presentation of different views on sex, held by the
women of two or three generations, so as to depict the working -
of the woman's creative imagination in the sphere of sex-life. With
the help of this device, Cary succeeds in placing side by side the
women of old and new generations, and in presenting simuita-
neously their conflicting attitudes towards sex. In the earlier part
of the novel, he portrays various ideas of the old generation in
a way which suggests an implicit criticism of the views on sex,
held by the new generation. But as the story progresses, the indirect
- conflict between the women of old and new generations becomes
frequently direct. Thus in the earlier part of the novel, Rose, Bessie
and Ella--the representatives of the old generation--are shown in
conflict with one another, and their views on sex, expressed through
these conflicts, criticize implicitly the concept of sex, held by the
new generation of Amanda, Kathy and others. Afterwards, the
conflict between Iris and Rose--the two women belonging to two
older generations--is depicted. And in the second half of the novel,
the conflict between Rose, Bessle and Ella on the one hand and
Amanda and Kathy on the other becomes more and more apparent.
Rose, Bessle and Ella embody vigour, passion and imagination,
where-as Amanda and Kathy are dull, cold and excessively intel-
lectual. Similarly, the men of old generation like Mr, Venn, Groom,
Geoflrey Tew and Ernest Cranage, whose lives are porirayed
through the flashback, present a sharp contrast to the new gen-
eration represented by Robin and Harry, who regard love and
marriage as only a matter of convenience and adjustment.
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VISUAL NARRATION : CINEMATIC PROJECTION
IN ALICE WALKER'S

POSSESSING THE SECRET OF JOY
Madhumalati Adhikari;

Discovering appropriate strategies lo communicate covert
messages aesthetically constitutes one of the crucial concerns
of tha present day literary artist because the mounting complexities
of life demand a technique capable of projecting the inner and
outer hues of human existence adequately. The simple traditional
method of narration has become Ineffectual. This exigency has
led to a search for evocative and visual/cinematic metaphors for
a narrative strategy that would raise new meanings from the ashes
of old presuppositions. Fortunately for the literary artists of today,
the cinematic technique has extended the horizon for portraying
the composite and heterogeneous feelings and experiences of
life visualized from various angles. The newly established system
through expansion, repetition and compression unveils the simul-
taneity, contrast and equivalency of avents. In fiction, the ditfer-
ence between fellingand showinghad been felt by various writers.
The significance of the ‘camera-eye’ and 'focus’ is enhanced and
implemented by the modern literary artist.

Alice Walker in her different novels has employed the cin-
ematic technique to project the integration and disintegration of
individuals. One of the significant benefits of this technique is that
it reveals and yet conceals facts as per the convenience of the
expert writer/director. The complex means of interrogation and
utterance in the novel also chart the subtle patterns for re-assess-
ing the major ethical commitments founded on the drive to secure
justice for women. This paper would scrutinize the application of
the cinematic technique in Possessing the Secret of Joy and
discover the advantages of visual inscription targeted to feature
unariculated human challenges.

Alice Walker's Possessing the Secret of Joy can be super-
_ ficially labelled as a revenge novel, but it rises above the humdrum
genre because of the permanent psychological and physical
maiming of the female protagonist Tashl through the cruel and
debasing African ritual of 'circumclslon’ or ‘initlatlon’ (117)" The

fabric of Tashi's tragic tale is patterned by other motits created - -

by Adam her husband, Olivia her sister-in-law, Benny her retarded
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son, Pierre, Adam's other son from Lisette and M'Lissa, the Isunga
or the tribal midwife and a witch doctor. Varied Integrated forces
are specified through a fictional account that s visual. The novel
consists of twenty chapters and each chapter presents the view-
point of a singla character expressed through a varying length
of either fjve crisp lines (12) or five long pages (40-44). The
positioning and the movement of the camera pans the ‘thought
picture’ of a single character through his/her camera-eye to focus
on a distinct fleld of vision that evokes specific emotional re-
sponses in the reader/viewer. Varied shols of the same event
projected from the angle of either Tashi or Adam or Olivia, monitor
the point-of view of the reader. Repeated references to Tashi's
crying by Tashi, Olivia, Adam and- the village elders create a
multidimensional picture, meanderingly retold in the tradition of
black-folk culture. The repetition, commonly used in cinematic
technigue, not only reinforces the emotive significance of the
incident but also transforms it into a metaphor. The linear narrative,
disrupted by different speakers, varies the version either to com-
municate the feeling of a series of pictures or to fill up the blanks
in the story and offer conceptual wholeness. Olivia's first meeting
with Tashi is engraved in her memory because she found that
Tashi ‘was the only person weeping. Yet she ultered not.a sound’
(7. emphasis added). The picture more visual than aural frames
women's predicament in society wherein she is not permitted to
“ articulate her misery. The village elders consciously overlook
Tashi's sorrow, ‘What little girl, Pastor? There is no little girl crying
here' (8). Adam, present on the occasion, cannot remember
Tashi's tears. His memory presents Tashi as always 'laughing’
and 'flitting cheerfully’ (14). It is another example of patriarchal
callousness. Conflicting angles of vision turn into metaphors of
oppression, viclence and pain. Men disregard female suffering,
and women, naturally, identity with gender-r-.ated agony.

The narration in the novel Is generally monologic, but diver-
gent voices interrupt and re-Inscribe the story through cinematic-
cuts and transitions that are Introduced in separate chapters and
sections of the novel. Walker in Possessing seldom uses straight-

. cuts that propel the action smoothly In a linear direction to further
the plot; her preference Is either for cross-cuts that focus on
different events simultaneously or contrasi-cuts that frame anti-
thetical situations. The focus on the peaceful environment of
Mizee's home is speedily shilfted to the violent death of Dura,
Tashi's sister, which, according to Tashi, was murder (78-81);
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Olinkans rejoice and welcome the missionaries but Tashi remains
overwhelmed by sorrow (8). The strategy plays a significant role
in stationing the reader at a vantage point and enabling him to
witness the scene, similar to cinema viewing. This grants credibility
to the description. V.F. Perkins has rightly noted, ‘The credibility
of the movies comes...Irom our habit of placing more trust in the
evidence of our eyes than in any other form of sens(ory) data’
(62)) Walker's narration through the characters positions the
reader to visualize Tashi's fragmentation and re-generation. Her
smothered voice Is articulated through the visual action of stone-
throwing at Pierre 'like Kali' (143) and her painting of a ‘menacing
and evil' cock (76-77). The translation of inner fury and fear into
physical acts concretizes the abstract and makes it perceptible.
The sudden shift from the present to the past, a time montage,
is made conceivable through Tashi's rememory. The white
psychiatrist's leading questions regarding her mother bring back

the images of "furrowed brow' (19) and the official story of her
birth (20).

In movies, the opening scene is normally presented through
the establishing shol, a long range view that allows the viewer
a territorial framework in which they come to understand subse-
quent action. The first shotinthe Possessingfocuses onthe image
of death. It is followed by a metaphorical framework that narrates
" the mythical story of Baba a panther, his wife Lara and his co-
wife Lala. Despised and ignored by her husband, Lara learns to
love herself. Her self-confidence makes her beautiful; she regains
her husband's affection. This becomes the cause of conflict
between Baba and his co-wife Lala. Unable to stand the friction,
Lara happily dies by drowning herself. The triangle of love in the
myth enables the reader to understand the subsequent action and
the theme. In the novel, Tashi, Adam and Lisette form the three
poinis of the triangle. M'Lissa, the evil factor, is peripheral to the
central theme and yet the extraneous evil vitiates Tashi's life which
in turn eclipses the happiness of every character closely con-
nected with Tashi. Thus, the story is about Tashi's metaphorical
death, metaphorical regeneration and physical death through the
firing squay. She dies a martyr's death. The initiatory myth
establishes the dominant motif and it is not the only one that Walker
employs, but, like Toni Morrison, she creates many myths asso-
ciated with love-making. circumcision, making of a fsunga and
the death of a tsunga. Through the tormation of myths, Walker
relates and establishes new images of the inner and the outer
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world.

The first narrated myth, very visual in quality, explains indi-
rectly how in socio-cultural context women's exploitation through
desertion takes place. But It need not be always fragmenting; it
can be a means to attain wholeness and self-awareness. Tashi's
issues and ideologles are clearly embedded in the myth and these
become tranparent at the close of the novel. Man's myth-making
abilities, says Richard Chase, suffuse ‘the natural with preternatu-
ral force towards certain ends by capturing the impersonal forces
of the world and directing them towards the fulfillment of certain
needs.” Walker creates the new myth to project Tashi's isolation,
longing for love, and finally her victory over the debilitating feeling
through self-love. The new perception of reality with its cathartic
value enables her to purge her feelings of deprivation. The myth
concretizes Tashi's psychological predicament and the view is
open to all types of interpretations. Rightly, Parker Tyler, an
American novelist and a film maker, has commented that a film
exists somewhere between what a film maker makes and a film-
goer sees. Literary texts also follow the same pattern as scenes
and visuals created in the text energize various mental images
and emotional reactions in the reader.

Dream and daydream sequences in films/texts, an oft-re-
peated strategy, provide to a viewer/reader insights that enable
him 1o make forays into the conscious and the unconscious world
of the character. It frequently transforms into a symbol and an
indicator of subsequent action. In other words, it plays a significant
role in maintaining the progress of causality. In Possessing, the
Tower of Tashi's dream, and her entrapped presence thare-in with
broken wings (26) initlally expose and concretise her fears of
sexual oppression and confinement. The Tower, Pierre explains,
represents the termite tower and Tashi, like the termite queen,
is imprisoned In it. She Is ‘expected to reproduce as helplessly
and inertly as a white ant' (277) She is the symbol of blind
procreation whera her will has no meaning. The theme of female
oppression and protest would have remained vague, had it not
been visually inscribed and reinforced through the tower and the
writing on the banner, RESISTANCE IS THE SECRET OF JOY
(279). The image of the Tower Is introduced very early in the novel
and repeated several times to give momentum to the action.
Imitating the cinematic technique of ‘'freeze framing,' the Tower
is projected by Walker from a precise photographic angle of vision
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that begins with a long-shot of hut-like structures (224) and then
the shot s violently disrupted by a close-up that frames the termite
colony (226). The mativation of such a narration is to reduce the
distance between the reader and the text.

Alice Walker In most of the chapters relocates the rendering
of facts by shiting between close-ups and long-shots. The jour-
neys down the memory lane of Tashi, Adam, Olivia, presented
through flashbacks, often begin in the present with a close-up view
like the doctor's clinic (18) or the court room (35). Not for long,
Walker lingers on the close-up details but swiftly passes on to
a long-shot spanning the location of the rooms either with medical
or judicial ambience. It shifts again, disrupting time to record
Tashi's mother's furrowed brow, her tattered clothes, rough feet,
the razor that Tashi had bought to kill M'Lissa, the old man Mizee
and the calm and serene peaks of thé Alps. The reason for using
the close-ups and the long-shots is to show the dumb objects that
live with us and whose fate is bound up with our own (55)°

The traditional method of reporting is indicated by the use
ofinverted commas, but interestingly enough, Walker has rejected
the system. Thoughts and actions flow on freely; characters surge
forward with their uninterrupted version that brings it closer to a
visual form of narration, commonly used in cinemas. The voice
of the narrator always in the first person (be it Tashi's, Olivia's
or Adam's) achieves the quality of multiple view-point that lends
to the event a feeling of synchronicity,* a much favoured device
of the cinematic technique. The trauma of circumcision viewed
by Tashi, Olivia, Adam and even M'Lissa has metaphorical simi-
larity but varied dramatic representation. This offers diverse
perspectives to the reader.

The quality of a film radically alters with the expertisa of tha
cinematographer. His decision of connecting or disconnecting
shots (known as editing) can either make or break a film. This
technique, very often manipulated by the modern fiction writer,
allows the reader o compare the aflinlties and contradictions of
isolated events interlinked by the consclous will of the author.
Walker, adept at editing, begins with Olivia's version of Tashi's
weeping (6), leaves it incomplete and jumps to focus on Adam's
narration (13-14). But soon she abandons it also to pick up the
strands of Tashi's reporting (15). Vseviod Pudovkin defines it as
‘relational editing’, a process which 'relates separate scenes and
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even separate shots of the scenes to one another, thus, as it were
forcing the spectator (reader) to compare the two actions all the
time, one strengthening the other’ (125).] Through this very
strategy, Tashl's meeting with three different psychiatrists, two
white and one black, In three different scenes (18, 70-73, 113-
121) Is compared to establish the difference.

The moevement in the novel, non-linear In nature, bounces
from one action, character, scene to another action, character and
scene. Alice Walker, like Tonl Morrison, employs the filmic tech-
nique of the jump-cut or discontinuous editing to achieve a sense
of ‘discomfort, disorientation, disharmony, and confusion’ in her
characters communicable to the reader to ensure the projection
of a hostile environment. The dislocation of time and space
deconstructs all that is familiar, The court room drama (35-39)
reproduces before the reader different cuts of time and facts: the
first projects the rough cross-examination of Tashi by a black
advocate and her confession of buying three razors to kill M'Lissa;
the second cut in the same scene is about the benign white
psychiatrist Mizee and his beautiful razor that had caught Tashi's
attention; the third begins with a long-shot, an aerial view of
Switzerland, its natural beauty and Tashi's arrival at Schmerikon;
and the final shot captures the picture of Tashi and Adam as two
tired tourists. The first shot, rough in nature, gradually melts into
a picture that is mellow in essence. The jump-cuts metaphorically
narrate Tashi's life story.

Metaphorical dissolve, a filmic technique that synthesizes two
images or actions by their implied meaning is repeatedly em-
ployed by Walker to emphasize cerain dominant perceptions.
Tashi's dread of the Tower erupts from its visual similarity with
the shape of the male genitalls and its Inherent implications. It
had become the painful cause of her physical and psychological
circumecision. In the short chapter after the birth of Benny, Tashi's
retarded son, varied images are presented:

| [Tashi] feit as If there was a loud nolse of something shattering on the
hard floor, there belween me and Adam and our baby and the doctor. But
thare was only a ringing silence which seemed oddly, atter a moment like

the screaming of monkeys (58).

T!va shattering nolse of broken relationships dissolves into a
‘ringing silence’ and this again melts into the babble of ‘screaming
monkeys.' The realization of emotional distancing from Adam and
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the world, In general, concretizes discordant and irreconcilLable
sounds and feelings.

In the prison scene, Walker organizes substitute images to
enhanca the dramatic quality of the scene and to make a statement
that Is Ironic In nature. A substitute cut is always metaphorically
ralated to the initial shot either positively or negatively. In Tashi's
detention call (255) and the AIDS cell, the presence of Death is
tangible. But the irony lles in the fact that a healthy Iindividual lies
condemned by man-made laws and fatally diseased humans are
nursed carefully, even though nature has sentanced them to death.
For all of them ‘death Is easler than life, as pregnancy is easier
than birth' (249). By inverting the truth, Walker magnifies the
tragedy of life. Juxtaposing of two shots with their affinity and
contrariety enlarges the scope of perception and clearly frames
the essentials.

The positioning of the camera providing a bird’s eye view or
low angle shotvaries the meaning of the representation. The bird's
eye view gives a privileged position to the onlooker, literally and
figuratively, by allowing him/her to look down on the other indi-
vidual with an implied attitude of condescension or accusation?
The scene of Tashi's departure from the Olinkan village illustrates
the technigue distinctly. Tashi, sitting ‘astride on a donkey in the
pose of a chief, a warrior’ (22), looks down on Olivia, and Olivia
standing on the ground level is dwarfed as she views Tashi through
a low angle shot. Walker expertly alternates the angle to project
the attitude and the psychology of Tashi and Olivia.

Alice Walker in Possessing the Secret of Joy, through the
use of the cinematic technique, bridges the distance between the
past and the present, various geographic locations travelled by
mind and body, and the emotional relationships, essential for our
existence and initiated by compatible and incompatible fellow
beings. The questing journey of the protagonist is converted into
a threa-dimensional and universal picture of Man. The reader is
made a permanent witness to the haunting relevant questions
asked by Alice Walker through mirroring images that make ‘seeing’
~ possible. The community of readers re-discover the meaning of
‘possessing the secret of joy’ by looking into their own lives via
Tashi's. The cinematic representations in the novel translate
abstract experiences into concrete and the narrated events into

visible facts.
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THE GUIDE: THE NOVEL AND THE FILM

0. P. Mathur

A good film adaplation of a novel will not be judged because of systemic
resemblance with the novel.... In an adaptation the story must ba tha same...,
but the narrative units simply cannot be produced equally in two diffarant
means ol exprassion.'

Literature and the common media, especially journalism, had
already been undergoing a process of overlapping and interaction,
but the invention of motion pictures, radio and then of television
has brought about a qualitative change In this process. Cinema,
going far beyond the replication of stage drama on account of its
having drawn generously upon various arts like photography and
music, has achieved extraordinary enrichment and unlimited free-
dom and has become "the Tenth Muse®, *the finest of the fine
arts"? With its ability to present numerous types of characters,
scenery and motifs in all their realistic details, trick photography,
. speedy threading together of scenes, both long and short, ensuring
a continuity of emotional response from the spectators, effective
dramatization of flashbacks, interiorization of soliloquies and
monologues, artistic manipulation of distancing, speed of action
and the flux of time, handling of songs and dances of all types
amidst varieties of environment, all made to impinge upon the
viewer's consciousness by background music, cinema seems to
have reached the ultimate among the audio-visual ars.

In fiction perception is received through an entirely different
channel--the printed page--which acts as the palimpsest for all that
the cinema presents and possibly more, with the additional ad-
vantage that the reader can stop at any point for better understand-
ing and absorption, move back and forward, or even skip over a
few portions, while the average spectator of a film is bound to the
projection of the relentless unwinding of the reel. Both cinema and
fiction seek to tell a story, long or short, external or internal, and
arouse the reader's feelings, imagination or thought. But while the
film does it through the stimull of the aye and the ear, fiction
achieves it by activating his imagination through reading, and the
best of fiction often goes beyond it by sharpening his awareness
of the human situation, of his environment and of suggesting
solutions of his various soclal, economic, emotional or metaphysi-
cal problems and dilemmas or sometimes by leaving him to find
his own way out of the labyrinth. In other words, while the world
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of the novellst Is transferred from the writer's mind into the reader’s
with as much or as litlle approximation as possible, the world of
the cinema Is literally seen and heard: It exists on the screen for
a period of time. As George Bluestone puts it, "Where the novel
discourses, the film must plctura'." In fiction this sense-perception
is replaced by mind-te-mind communication, direct “showing® by

“lelling".

Their codes of communication being so different, the ‘recon-
struction' of a novel into a film Involves a great deal of 'deconstructive’
activity--cutting, compressing, enlarging, twisting, transplantation
and much plastic surgery of various types--culminating into every-
thing being put Into dialogue, gesture, wordless action, suggestive
scenery, songs, music, etc. All this adaptation must be geared
towards some clearly conceptualized objective.

Though a large number of Indian novels in Hindi and regional
languages had been *filmized*? the present writer is aware of
only a few such cases among Indian English novels (novels of
Jhabvala excepted, for she no longer belongs to India). The recent
film versions of Upamanyu Chatterjee's English Augustand Shashi
Tharoor's Show Business are hardly available in India. Raja Rao's
Kanthapura was made to represent the Gandhian movement in
the T. V. Serial based on Nehru's Discovery of India. It was a faithful
and powerful version because the objectives of the novelist and
the serial director coincided. R.K. Narayan's own Mr. Sampathwas
made memorable by Motilal's inimitable acting.

The lilm Guide (directed by Tad Danielewski in English and
by Vijay Anand in Hindi) is not so much a version as a 'conversion’
of R. K. Narayan's famous novel. The reasons for this are two-
fold. One is, of course, the desire of the director to make of it an
extravaganza to be shown simultaneously in two thousand theatres
in U.S.A. and so to make big money out of it.

The second reason Is equally important. R. K. Narayan's novels
in general have a slow, tranquil movement’ deep undertones of
irony, ambiguities of action, ambivalence of characterization, toning
down of much that Is dramatic, social density and subtlety of
underlying perspectives and messages. Perhaps most of these
characteristics could have bean made to cross over into a film but
not of the kind that the director had in mind for which much had
to be ignored, twisted, added and compressed and the spaectacular
specially created or highlighted.
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Many of the numerous minor points of difference between the
novel and the film are dictated by the rouline necessities of
cinematic production. Thus the encapsulation of Raju's ea rly career
into a brief flashback and Rosle's explanation to Raju’'s mother
and the brevity of treatment of events like the gradual acceptance
of the role of a swaml are quite justified. To the same class belong
changes in the names of places and persons arising from the
shifling of the locale from the south to the north (from Mangal to
Rampur and Velan to Bhola) and the bringing in of a village with
the suggestive name of Anjanpur (s=@mqR) and of Mani as Raju's
assistant. But there are quite a few other changes which are far
more important and not so well justified.

R. K. Narayan has given a rather simglistic and incomplete
explanation of ‘the eternal triangle’ which forms the infra-structure
of both the novel and the film: "In my story the dancer’s husband
is a pre-occupied archaeologist who has no time or inclination for
marital life and is not interested in her artistic aspirations. Raju
the guide exploits the situation and weans her away from her
husband. That is all there is to it--in my story"’ '

In fact, there is much complexity in the motivations and re-
actions of the three major characters--Raju, Rosie and Marco. In
the film the minor characters have been left largely untouched.
Raju’s drinking bouts and gambling have been dramatised and his
too possessive love of Rosie also clearly highlighted by his not
allowing Marco to meet her even once in spite of his personal visits.
Rosie, treated in a more favourable light, yields to Raju only after -
she is made to 'discover’ that Marco is a womanizer. Though deeply
hurt by Raju's perfidy, her love for him remains unabated and she
in made to visit the fasting Raju and, on his death, to apply the
dust of his feet on the parting of her hair. But poor Marco is made
to suffer for the glorification of Rosie. In the novel he is a scholar
and not a womanizer. Though he commits the mistakes of marrying
Rosie, of neglecting her and of entrusting her 1o the care of an
atiractive young man like Raju, he Is no villain; and his ‘fatal flaws’,
those of being too liberal In his cholce of a wite and his being too
trustful, are almost virtues. His real mistake is being too rigid in
not accepting Rosle's entreaties for pardon, though he makes
overtures for a compromise, which prove to be too late for, though
Rosie left to hersell might have relented, she is now under Raju's
control. Marco Is generous enough even to acknowledge in his
book the help of his wile's seducer for the assistance rendered
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by him. All the threa major characters are complex and, to a certain
extent, bundles of contradictions and they often appearto be victims
of the irony of circumstances. The director could perhaps have
sincerely attempted to put the blame for thelr destinies on these
expiating factors and not taken the path of least resistance of
justitying Rosle at the expense of Marco who in the film hecqmgs
the undeserving victim of the director's search for a stylized villain,
R. K. Narayan rightly commented, “That was the point at which
| lamented most...."*

But perhaps the novelist was not so much justified in his
lamentation on another point-the director's obliteration of Malgudi,
the novelist's favourite locale of all his novels and stories, which
he has portrayed so lovingly in its geographical details, cultural
density and socio-economic development from novel to novel with
the gradual percolation of modernity. The shifting of the locale to
Udaipur, a beautiful lake-city of Rajasthan, was probably done to
ensure the availability of every type of scenery in and around one
place--palaces, hills, caves, old market-places, lakes and some
sort of a desert for a camel-ride. As mentioned by R. K. Narayan
in his essay "Misguided Guide®, the director's team went over a
large number of places in India and finally decided on Udaipur.
The American director's decision must have been a well-corisid-
ered one, for as the author was told, "Please remember that we
are shooting, for the first time in India, in wide screen and Eastman
color, and we must shoot where there is spectacle."” Later the
director declared, “There is no Malgudi, and that is all there is to-
it."* To support his decision he argued that “they could as well
have planned a picture for black and white and narrow screen if
all one wanted was what he contempuously termed a 'Festival Film',
while he was planning a million-dollar spectacle to open simul-
taneously in 2,000 theatres in America.*" R. K. Narayan's Malgudi
is a quiet little town which, being his own creation, was dear to
his heart, and so he resented its total exclusion. But its atmosphere
is likely to break through and escape from the large screen of a
spectacular film. It really belongs either to the pages of a book
to be read at leisure or to a sort of tele-film or a film meant for
a select audience which can appreciate its subtleties and nuances.
The director was therefore right In his own way, for in his film he
was aiming at a grand spectacular extravaganza and not at the
portrayal of small-town country life which would hardly have been
a viable financial proposition as far as he could foresee, He could’
have chosen Mysore, but again that would not have been R. K.
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Narayan's Malgudi. So the director was for his own purpose justified
in shifting the locale to a picturesque town like Udaipur which could
provide every type of scanary that the novel and the film required
and much more, and R. K. Narayan's unhappiness was more
subjective, based on his love for the object of his own creation
like Keats's sympathy for the imaginary empty town in his ‘Ode
on a Grecian urn' or like Hardy's for Wessex or Amold Bennett's
for Five Towns or James Joyce's for Dublin, and numerous other
such attachments. R. K. Narayan was shocked at the blotting out
of Malgudi without the air of which he must have thought that the
film would have been asphyxiated forgetting that the novel and

the film are two different genres with different objectives and
requirements.

In fact, the director was also justified in quite a few other things
that he did to the novel. To A. K. Narayan's complaints he replied
*I have only exteriorized what you have expressed. It is all in your
book."" The statement, though somewhat exaggerated, is basically
true, for the ambiguities, ironies and suggested profundities of a
MNarayan novel have got to be simplified and made more explicit
in a film. The director has filled in the skeleton of the story of The
Guide with flesh and blood transforming it into a sumptuous feast

for the eye, not without suggestions of depth and meaning, in the
" language of cinema. R. K. Narayan's novel is a story occasionally
hinting at symbolic events like the snake-dance or the contrasted
attitude of Marco towards the stone erotica and towards the charming
Rosie in flesh and blood. In addition to these, the directcr has
created many other visual symbols for an effective expression of
certain situations and emotions of characters-- Anjanpur (3==Tge)
and its unknown lands and people (Raju’s facing the world alone
and on his own after his release); the sunrise after Rosie's regaining
consciousness after the spell of unconsciousness caused by her
attempt at sulcide (beginning of a new life for Rosie and the dawn
of love between her and Raju); the uninhibited camel-ride to the
fort of Chittorgarh (the lovers' enjoyment of the feeling of having
broken the shackles of marriage and bursting Into a land of freedom
symbolised by the immortal fort with its phoenix-like renewal of
life); Raju and Rosle separated by stone pillars in the cave (their
being separated by rigid social restrictions); the vast backgrounds
of mountains, skies and clouds against which Raju lolters singing
his love-song and the charm of nodding flowers when the lovers
are together (the universe with all its vastness and glory against
which the eternal drama of love is enacted), scenes of long
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spreading sheets of water and of labyrinthine forests (Raju’s feeling
of utter and unfathomable loneliness and confuslon after his mother's
departura); Raju's attempt to escape from the fishing nets (his
gelting Inextricably entangled In the results of his own actions);
pillars of black stone (pointers to Reju's approaching death); Raju's
noticing a beam of light coming through a hole (his receiving
enlightenment); and Rosle's applying the dust of dead Raju's feet
on the parting of her hair (the Indian concept of love like that of
Savitri which refuses to recognize death as the end of love).

A novelist has enough time for verbal exteriorization of his
characters, situations, emotional reactions and mental cogitations.
They can partially be voiced through dialogues or dramatized
through action, gestures, etc. For the verbal expression of deeper
emotions or dilemmas, the director has a few audio-visual devices,
the most important of them being songs and symbols which the
director of the film Guide has used with sensitivity. The enveloping
melodies of Guide are means of heart-to-heart communication
between the characters and the spectators, and the film will long
be remembered for the lyrical beauty and the appropriateness of
its songs which give expression to the otherwise inexpressible
emotions of the characters at almost all important turns of
events--Raju's existential situation of belonging nowhere after his
release from prison (=¥l ¥ & & gaife, @rem #91.7), the gradually
deepening love of Rosie for Raju against changing magnificent
backdrops and increasing troupe of dancers and also her quick
rise in the world of dance under the supervision of Raju to whom
she has blindly entrusted her everything, completely lost in the
world of art (the long musical and spectacular extravaganza of “frm
A 4 = 1..7); Raju's increasingly coming under the enticement
of Rosie's love (¥ % wod sw e ©1 8.~ and “mm W ¥ R g
# &7 wfr=_); his growing loneliness after his noticing Rosie's
reseniment towards him (T = W g A A wa ), Rosie's
disillusionment at Raju’s perfidy and dishonesty (= o3 ¥ @m,
grm 4 em, dah ot LAY R e @ dw oo o Wil @ e 2 e
e @ A 5 w9 v ue wa 8.0 and the Implled celebration of
the final merger of the highly individualistic Raju with the spirit of
the community (s #m &) ¥ & & o €. and @ T # & TR,
oy vam s, ). R. K. Narayan, with his characteristic simplicity,
often leaves it 1o the reader to Imagine the leelings and dilemmas
of characters. Here is Rosie's suppressedreaction to Raju's revealing
to her the news of his impending arrest:
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"She listened to me as if | had been addressing a stone pillar.
Even now | can recollect her bewildered, stunned, exprassion as
she tried to comprehend the situation. | thought she would break
down.... She merely sald, ‘| felt all along you were not doing right
things. This is Karma. What can we do?"™"

The director has clearly and lyrically brought out Rosie's
reaction in the song mentioned above, which Is on a level that can
touch the average spectator. Similarly, Raju's dilemma about the
continuance of the fast, the sprightliness he has on the fourth day
ofthe fast and his "peculiar floating feeling™ have been dramatized
by the director for the average viewer through the medium of Indian
philosophy in two floating’ Rajus debating about the basic problems
of life and death. For the film-going audience of all intellectual
standards this is far more comprehensible and effective than the
novelist's words, however suggestive they may be for the reader.
The dilemma has been effectively transferred from the fictional code
to the cinematic.

The film director has used other devices too to bring out or
re-interpret the characters and events of the novel or even add
to them by introducing new Iincidents--Rosie and Raju's mother
both coming together to the prison-gate to receive Raju on the
scheduled date of his release (showing that though they have
developed some sort of working relationship, they have not been
fully reconciled, which they do later after Raju's death); Raju's
mother wondering why Rosie married Marco at all (providing the
director an opportunity to show their early lives in a flashback);
the huge dancing troupe formed by Rosie (providing rich and varied
spectacle and also bringing out first Raju's and later Rosie's own
organizational ability in addition to her artistic talent); Rosie's
attempted suicide and Raju's saving her from frustration not only
by his love but also by his preaching feminine independence
(Rosle's gradual shaking off the chains which bind her to Marco
and the frustration caused to her by his evil contours mapped by
the director); Marco's two attempts to see Rosie both obstructed
by Raju (emphasising Raju's possessive love of Rosle); the coming
of Raju's mother and Rosle together to have a ‘darshan’ of the
fasting 'hermit’ and Incidentally witnessing his release, this time
from the bondage of life, and the sorrowful and somewhat philo-
sophical reconcillation of both after what his mother considers to
be his 'self-sacrifice’ (by these visits which are quite natural, for
both did not live very far away, the director completes the circles
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of Raju's two entanglements and releases of different kinds and
also focusses attention on lhe effect that Raju's sacrifice creates
on his mother and also presumably on the spectators -- “calm of
mind, all passion spent®).

In all these respects—-the use of symbols and songs and the
introduction of new scenes--the director has made the story of the
novel more effectively and impressively presentable on the screen
within the time-frame of three hours, espicially the presentation
of a certain amount of ambiguity in Raju’s ‘voluntary’ decision to
continue the fast in all faith and sincerity and his dilemma whether
it will actually rain or his death will be a fruitless 'sacrifice’. Raju’s
dilemma, which is largely implied or hinted at but briefly in the novel,
has been splendidly exteriorizedin the film by flashing onthe screen
two Rajus successively and repeatedly debating the etemity of the
soul, as preached in the Gita and the spirit of God pervading the
whole universe. This scene, along with the songs, could have been
highly appealing to the audiences, thus becoming one of the major
factors behind the film's success. In all these and other similar
modifications and additions the director has been successful in
making a film in which, to appropriate the phrase of George
Bluestone, "the verbal limitations of non-verbal experience™ have
been transcended in a work of art which is true both to the kindred
points of film and literature. There does seem to be an element
of truth in what the director Tad Danielewski told R. K. Narayan,
that he had only exteriorized what was already there in the novel.

But a regrettable exception must be mentioned here--one in
which the director seems to pander to the likes and dislikes of the
average spectator. That is the ‘happy’ ending of the novel in the
torrential rain, the consummation of Raju's fast. In the novel Raju's
quietly slipping out of life is suggested while he is stepping into
the river for his morning bath--an ideal death, for a bright shaft -
of sunlight symbolically illumines the surroundings, almost like an
angel's ladder for Raju to climb up to Heaven. The bright dawn
and the morning sun can be interpreted as the dawn of Raju's
heavenly life. It could have been a wonderful opportunity for the
director to show the effulgence of spiritual salvation making worldly
tragedy an object of celebration as it Is at the end of T. S. Eliot’s
Murder in the Cathedral. Butthe director has missed the opportunity
and has made Raju's end, what R, K. Narayan calls with undar-
standable exaggeration, "harrowing® Moreover, inthe novel there
is hardly any Indication of the rain except in Raju’'s own dying words,
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possibly the result of his own wishful hallucination, "Velan, it's
raining in the hills. | can feel it coming up under my feet, up my
legs™."” Obviously, the rain In the hills cannot come up Raju's feet
orlegs: the sensation of cold that Raju feels creeping up Is indicative
of his approaching end, any real rain having already been belied
by the novelist's own mention of the bright sunshine. The ending
manipulated in the film may be populist, but it is unrealistic, it does
not flow from the novel, and It is hardly a fitting consummation
of Raju's whole life as a guide. His death as presented in the film
brings a sort of reward for the villagers, while his death without
the rain would have guided them into the mystery of self-sacrifice
and the acceptance of divine dispensation. Like Christ or Gandhi,
saints and prophets of God teach the common people by their words
and their conduct in life: they hardly reward them in their deaths.
Thus this one material change made by the director has effectively
buried under torrents of currency notes the sophisticated and
symbolic ending of the novel though it could not have been beyond
the capability of the director to make it create with all the resources
of the camera a mesmeric effect on the silver screen.

The film Guide, on the whole, is an excellent example of how
a director can produce from a great novel a meaningful and popular
film, retaining and at places highlighting from the novel some of
the essentials of Indian life and philosophy, a meaningful and
popular film by keeping fairly close to the story and yet altering
or re-interpreting the characters and incidents as he thought nec-
essary in the light of the requirements of the cinematic production
and also adding haunting melodies, spectacular dances and visual
symbols. The total exclusion of Malgudi may perhaps be justified
though successful films have been made on rural life. But it is a
pity that the director did not apply his mind sufficiently so as to
attribute the fall of Rosie into Raju's embrace not to the imaginary
villainy of Marco but to the irony of events and also to retain the
quiet and radiant ending by relegating the rain to the dying Raju's
hallucination and not try to impose a populist ending.

However, as it Is, the film Guide and the novel are two
independent creations and R. K. Narayan in desperation had to
train himself "o give up all attempts to connect the film with the
book of which | happened to be the author*!* This is the statement
of an aggrieved novelist who could not reconcile himself to the
director's alterations, though not all defensible, made in the novel
for the film. Both are great works of art in their respective genres,
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Still the novel scores over the film which has perhaps already met
the ultimate destiny of all such ‘greats', that of being submerged
under the deluge of new films catering to the aver-changing tastes
of the public. The plays of Shakespeare will last longer than their
film versions which keep superseding one another. The same is
true of films made on great novels. The film Guidetoo Is now rarely

revived, though It lives largely by its lyrical melodies, while R. K.
Narayan's novel, brought out earller than the film, continues, and

will continue, to be read and enjoyed for generations to come.
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HOLLYWOOD AND F. SCOTT FITZGERALD
Attla Abld

From 1896 to 1946 movies were the most popular and influ-
ential medium of culture in the USA. Edison had predicted that
moving pictures would provide home entertainment for families of
wealth but the working class men and women took hungrily to them
and by their nickels turned an Instrument of science and amuse-
ment into the first mass entertainment medium. Thesa were critical
years of change in the social structure of American life, and a new
social order was emerging in the modern industrial city. However,
their advent posed a challenge to existing cultural policies and
institutions. Movies need to be looked at as an art form, and an
influence on other arts. They must be understood in their larger
sense as a mass medium and cultural communication. For that,
the organisation and business tactics of the movie trade, the social
and professional lives of movie workers, must be examined among
other things beside a handful or major Directors, a few classic films
and even a great inchoate mass of movies. Robert Sklar says:
"Movies have historically been and still remain vital components
in the network of cultural communication, and the nature of their
content and control helps to shape the character and direction of
American culture as a whole." It is said that while writing is a soli-
tary art, movies are collaborative. Their power was shaped by many
tactors and it must not be forgotten that they were controlled by
men who did not share ethnic or religious backgrounds. Thus their
entire history has been dominated by struggles at many fronts,
sometimes negating the apparent advantage enjoyed by men who
otherwise adhered to the proper capitalist values and conservative
political beliefs.

By 1930 moviemakers came to be regarded by newspapers
and magazines with considerably more respect, awe, and even
envy, as the possessors of power to create the nation's myths and
dreams, Writers began acknowledging that movies had taken over
cultural functions they themselves had once exercised or aspired
to exercise. "Dreams hung In fragments at the far end of the room,
suffered analysis, passed...lo be dreams in crowds, or else dis-
carded." There had never been atotally uniform cultural expression
In the USA. There had always been schisms and struggles, al-
ternatives and counter-views, but the combatants had come from
similar backgrounds and utilised either the writlen or spoken
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medium. The vision had been thus imparted by the clergy, states-
men, educators, businessmen, essayists, poets and novalists. Now
there was a total transformation. People ke David Selznick, Darryl
Zanuck and Irving Thalberg shilted Hollywood's style toward dig-
nified, elevated, respectable pictures set in the past and usually
drawn from classics or current bestsellars. Famous novels and
historical themes lent themselves to big-budget treatment as well.
Unlike the earlier movie-makers, the Immigrant furriers, haberdash-
ers and glovemakers, this second generation was more deeply
entwined with the values not of the marketplace but traditional
American culture. They were like Lincoln, men of humble origins

whose power at a certain moment gave them responsibility over
the nation's destiny.

They saw themselves as eighteenth-century gentlemen,
Jetferson's natural aristocrats, leaders of their culture, through their
talent, and earned wealth. The movie-makers of the '30s were
aware, in a sophisticated way, of their myth-making powers,
responsibilities and opportunities. The Depression had shaken
some of the strongest and oldest of American cultural " myths,
particularly the middle-class homilies about the virtues of deferred

gratification, and the assurance that hard work and perseverance
would bring success. The historian, Warren Susman, has pointed
out that this loss of cultural certitudes created a mood of seli-
reproach and a sense of foreboding about the future. In the face
of Nazi Germany, democraticideals and traditional American myths
seemed political weaknesses. Thus it seemed almost a patriotic
duty to revitalise and refashion cultural mythology, and re-cement
foundations of public morale. This goal was not lost on Directors
and Producers who were becoming skillful in communicating their
messages with subtle nuances beneath the surface of overt
content. When they discovered the Hollywood dream-machine,
writers like Scolt Fitzgerald must have echoed Keats: "Then felt
| like some watcher of the skies/When a new planet swims into
his ken."* However, with wonder there was also loss because
producers had usurped their ability to command the attention and
allegiance of a larger public, and also the fact that movie-making
was 100 costly, too single-minded in its quest for profits, and
therefore too narrowly concelved to permit deviation from familiar
cultural norms. Dos Passos complained that according to statistical
surveys of literacy, it was staggering to know that the number of
Americans capable of reading a page was rapldly on the decrease.
"The old standards just don't ring true to the quicker minds of this
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unstable country....Intelligent men...In the enthusiasm of youth
decided to set themselves up as writers....It is natural that they
should turn to the easy demands of the popular market, and to
that fame which if it Is admittedly not deathless is at least ladled
out publicly and with a trowel."* However, Hollywood's contribution
to American culture was essentially one of affirmation, though some
have called it escapist. The French critic, Roland Barthes, was
of the opinion that these "collective representations...transformed
petit-bourgeoise culture into a universal nature.” Because the '30s
were the first fully consclous era of cultural myth-making, they have
been called the "golden ages® of Hollywood movies.

A lot has been written about Hollywood including the rise of
political activism there, wartime union conflicts, blacklisting and
so on. Autobiographies of actors and actresses provide insight into
the tinsel town and miracles. But novels are few: Nathaniel West's
Day of The Locust, Scott Fitzgerald's The Last Tycoon, Budd
Schulsberg's What Makes Sammy Runand The Disenchantedand
Sheilah Graham's The Beloved Infidel. It is said that no very good
American writer had ever taken movies seriously enough. Dos
Passos in The Big Money caricatured and mauled Josef Von
Stermberg. Fitzgerald did something deeper and more enduring:
"Out of the very heart of the American dream, at the topmost
pinnacle of American success, he plucked an alien, a ‘'mere
producer’, and gave him back to us as one who might have been
with White-Jacket and Huck Finn, Lambert Strether and Sister
Carrie."* The reference is to Monroe Stahr, the hero of The Last
Tycoon, the prime-mover of a Hollywood picture studio who is
treated better than such characters have been treated in stories
since Dreiser and Norris. He is described with intimacy and
datachment, and there's no trace of envy or adulation in the picture.
He writes as an equal would about a man he knows and under-
stands. A frame of reference is established taking into purview the
Hollywood magnate, the workers on the lot and the people in the
dusty sun-scorched bungalows of Los Angeles. Earlier in his
chronicles of the Jazz Age, Fitzgerald had referred to such *odorous
aliens®, men who had moved up from the impoverished masses
"swarming like rats, chatlering like apes, smelling like all
hell...monkeys."* However, establishment of a frame of reference
for commen humanity has been the main achievement and is
considered great. Dos Passos felt that Hollywood was the most
important and difficult subject to be dealt with in those times, and
Fitzgerald managed to invent a set of people seen really in the
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round instead of lit by an envious spotlight from above or below.
"He was even able to Invest with some dignity the pimp and pander
aspects of Hollywood."'

In 1926 the Fitzgeralds decided to return to America from
Europe. Their morale was shaken, Zelda was I, and their money
was running out. They wanted to seltle down and lead an orderly
life. John Considine of United Ars asked Fitzgerald to do a "fine
modemn college story...one of the hectic flapper comedies” for
Constance Talmadge. They badly needed the money so he agreed
to go for § 3500 down and $ 8500 on acceptance of the story.

He thus got an opportunity to go toHollywood and learn the movie
business. But they were delayed because he felt he had appendix.
However, they were given a grand welcome in Los Angeles,
renewed old friendships and made new ones. They found them-
selves part of a congenial group, and the famous actress, Lois
Moran, made him have a screentest hoping he might be her leading
man. He was 30 and she 20. He was fascinated by her youth,
beauty and innocence. There was a whirl of parties, night clubs
and practical jokes. He himself admitted years later: *| had been
generally acknowledged for several years as the top American
writer both seriously and, as prices went, popularly.l...was confident
to the point of conceit. Hollywood made a big fuss over us and
the ladies all looked very beautiful to a man of thirty. | honestly
believed that with no effort on my part | was a sort of magician
with words....Total result--a great time and no work.*® Lipstick, a
story about a girl at a proin, set in Princeton, without naming it,
was rejected, and no film was made on it. However, Lois Moran
was important for his imagination and she appeared as Hosemary
Hoyt in Tender Is The Night.

Zelda had had a breakdown and in the beginning of 1931 had
recovered so that they were living quietly in Montgomery. But this
sort of life was not to his taste, and he was glad to take up an
offer and go to Hollywood again. MGM had asked him to revise
Katherine Brush's script of Red-Headed Woman. He met old
friends, and as Arthur Mizener says: "His old feeling of excitement
about the movies came back to him and he got his beautifully
defined feelings about Hollywood--its colour and scale, its fantasy,
the sadness of the occasionally fine mind caught in all this falseness
and shoddy."* However, he remembered it as a time of failure,
was disillusioned and disgusted vowing never to return. Actually,
as he conlessed, it was on Zelda's behall that he was jittery. Her
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father, Judge Sayre, had died and it was bound to affect her
adversely. On his return he wrote "Crazy Sunday,” and Sheldon
Grebstein says, “the story reminds us that perhaps of all American
wirters F.Scott Fitzgerald best exemplifies Heinrich Heine's dictum,
'‘From my great wounds | make little songs™" He thus chose a
phase of recent experience in which he suffered disappointment
and disgrace, then deliberately exploited it as the basis for the
story's locale, major characters and the precipitating episode. It
is held that he expressed one aspect of the Hollywood milieu which
difterentiates it from tha run of common life--there the most private
matters--marital infidelity, sexual problems--are discussed as though
they were public knowledge. Relations that would take months to
develop in real or normal life are accelerated, foreshadowed,
developed in one or two brief encounters. The story’s emphasis
is upon the artificiality and theatricality of this microcosm and the
conduct of its inhabitants; the motif of frenetic make-belief is
rendered both metaphorically and as direct exposition. Even nature
seems sensitive to the histrionic conduct of these Hollywood people
and provides a fittingly cinematic backdrop for the plot. However,
throughoutthe story Fitzgerald suggests that work is really the basis
of sanity for everyone in the film industry.

By 1936 his income reached a new low and he was in financial
straits. "Terrible debts® amounted to 40000. Again, he locked to
Hollywood but, as he confessed, people thoughthewas a "complete
moral and artistic bankrupt.” The Crack-Up revealed his alcoholism
and more to the wider public, and Hollywood drew back. He himself
accepted that the creative side had been dead for three years.
However, the old fascination for the place retumed, and he wanted
o conquer it. It offered a lot of prospects and as ha wrote to his
daughter: | feel a certain excitement. The third Hollywood venture.
Two failures behind me though one no fault of mine....| want to
prefit by these two experiences--l must be very tactiul but keep
my hand on the wheel from the start--find out the key man among
the bosses and the most malleable among the collaborators--then
fight the rest tooth and nail until, In fact or in effect, I'm alone on
the pictura. That's the only way | can do my best work. Given a
break | can make them double this contract In two years."" He
was excited and determined to do a good job, to give everything
he had. He was asked o do a story of adolescents around 17 but
because of his shoulder problem he refused. Then he got a break
with MGM and kept completely sober, He spent much of his time
inhaving pictures run off for him, and studying other writers' scripts,
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keeping a file of notes on the pictures he had seen. When he had
revised "A Yank at Oxford" and he was working on "Three Com-
rades," he called himsell a semi-amateur. To his surprise, his good
health and morale had miraculously relurned and he seemed to
be keeping to his resolutions. He continued writing miraculously
about what he called this "tense crossword puzzle game, creative
only when you want itto be a surprisingly Interesting intellectual
game.” He lived in "The Garden Of Allah", and entered the social
life of Hollywood, *with a renewal of his old innocent delight in big
names®, as Arthur Mizener says. However, that did not last, and
as Budd Schulberg wrote: "There seemed to be something physi-
cally or psychologically broken in him that had pitched him forward
from scintillating youth to shaken old age."” He himself felt he
was watching "the disintegration of his own personality®, and he
couldn’t cope with the social hype of Hollywood. He realised that
he hadn't made the changes at the main comers and was paying
“the price for losing his way by years of unhappiness®. The "spoiled
priest” of yesterdays was never the same, no matter how much
he thought and tried. Out of frustration he even tried committing
suicide. However, though strength was failing him, his gift for writing
was improving and once aroused he could perform wonders.

He met Sheilah Graham, Lily Sheil of London's East End, in
Hollywood and she broke off her engagement to Lord Donegall,
and was committed to Fitzgerald from then on. She has recorded
their relationship in The Beloved Infidel. He recast his relationship
with her in Stahr's relationship with Kathleen in The Last Tycoon.
She also resembled Zelda. Anyway, she gave him a purpose in
life, and brought peace, order and happiness into his life that had
been missing since the '20s when his relationship with Zelda had
begun to sour. Though he feit that he could keep his feelings for
work alive for long only by drinking, he tried to abstain and
completed the script of Three Comradesby '38. When the Producer,
Joseph Mankiewiez, thanged it, he was enraged and wrote: *For
nineteen years....I've written best selling entertainment, and my
dialogue is supposedly right up at the top. But | learn from the
- script that you've suddenly decided that it isn't good dialogue and

you can take a few hours off and do much better....Oh Joe, can't
producers ever be wrong? I'm a good writer--honest. | thought you
were going to play fair."” He satirised him in The Last Tycoon
but gave up hope of getting creative satisfaction in Hollywood. He
was now thinking of it as "a sirange conglomeration of a few
excellent over-tired men making the pictures, and as dismal a crowd
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of fakes and hacks at the bottom as you canimagine.” But he started
working on *Infidelity*, and wrote to his daughter: "You don't realise
that what I'm doing here Is the last tired effort of a man who once
did something finer and better."" It was a difficult script and turned
out well but had to be dropped because of censorship trouble. While
he was still bound to MGM he worked on The Women and "Madam
Curie" but overall his movie venture was disappointing and he
started thinking of the print media because he was “in a small way
an original® and "it certainly wasn't advisable to let his name
sink...out of sight." However, he was tired.

Walter Wanger hired Budd Schulberg to do a picture about
the Dartmouth Carnival, and as Schulberg was a fresher, he got
Fitzgerald as the senior hand. Schulberg later admitted that he
thought Fitzgerald was dead because the era (Jazz Age) which
he had exploited and which had exploited him was dead; he had
spoken for a shell-shocked generation without ever going to the
Front, and was one of the historians of the no-man’s time between
the Wars. However, they got on well as friends but Fitzgerald
messed it up with his alcoholism, and in spite of Schulberg's efforts
to cover up, he wandered about "a tactless ghost from another
age of college pleasures”, and got no screen credit. He felt he had
let Schulberg down and disgraced Wanger. Besides, he had also
fallen ill, and when he recovered, his contract had expired and
he had to go from picture to picture. He was hired to do some
revision on Gone With The Wind but made little impression. He
then worked on Air Raidbut that too was shelved, He began drinking
heavily and even quarrelled with Sheilah Graham, who had all along
stood by him.

He was writing stories for Esquire, including the Pat Hobby
Series. The latter were not good by his standards but they caught
the Hollywood atmosphere and made fun'of the author's weak-
nesses. They are a sardonic portrait of a broken-down script writer,
"a complete rat” but not a "sinister” character: itis, what in his worst
moments, he saw himself becoming. However, it proved that he
hadn't lost his ironic attitude or double vision. He then got some
brief weeks on "Rallles” of United Artists, and Colliers showed
interest in the story of The Last Tycoonwhich he had been inspired
to do ever since he met Irving Thalberg in 1931. Thatwas a promise
to free him from the drudgery of movie work, and he began
enthusiastically making notes and arranging his impressions about
Hollywood; Mizener calls it "elements of a myth", minutely detailed,
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& wonderfully perceptive portrait of a place and time. Fitzgerald
called it a *labour of love" and felt "allve again." Thus though it
took years to collect material, the actual unfinished novel took just
four months 1o write. Du ring this parlod there was hardly any movie
work and he wrote to his daughter In 1939: "Sorry you got the
impression that I'm quitting the movies--they are always there....But
I'm convinced that maybe they are not going to make me Czar
of the Industry right away, as | thought ten months ago....Life has
humbled me--Czar or not we'll survive. I'm even willing to com-
promise for Asstt. Czarl""™

Lester Cowan bought the rights for *Babylon Revisited®, and
Columbia asked him to do the script of the story. He made a heroic
effort saying he had *more fun than I've ever had in movies.” He
finished it, and it was called "Cosmopolitan.” They tried to get
Shirley Temple to do Honoria/Victoria but that was not possible
and itwas shelved. It was his last picture assignment. He explained
to his friend Katherine Tighe: "Only in the last few months has life
begun to level out again in any sensible way. The movies went
to my head and | tried to lick the set up single-handed and came
out a sadder and wiser man."" He had thought that he had really
found an unexpected connection of identity in Hollywood, and "he
could dip his little golden brush into waters of whose depth he was
never afraid®, but it was an "authority of failure.” Alfred Kazin is
of the opinion that in a sense he had been writing movies all his
life and his facile prismatic genius was not of a different order.

Fitzgerald continued to work on The Last Tycoon, and he was
a writer who simultaneously knew the experience as a participant
and judged it as an uninvolved observer. He was like Cecilia who
“accepted Hollywood with the resignation of a ghost assigned to
a haunted house.” Stephen Vincent Benet says that the novel
"shows what a really first class writer can do with material and
"how he gets under the skin. It doesn't depend for success onsets
or atmosphere, local colour or inside stuff; it doesn't even depend
for effect on the necessary exaggerations of the life that it describes.
All that is there--the Martian life of the studies, brilliantly shown.
But it is character that dominates the book, the complex yet
consistent character of Monroe Stahr, the producer, hitched to the
wheels of his own preposterous chariot, at once dominating and
dominated, as much a part of his business as the film that runs
through the cameras, and yet a living man. Had Fitzgerald been
permitted to finish the book, | think there is no doubt that it would
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have added a major character and a major novel to American fiction.
As it is The Last Tycoon Is a great deal more than a fragment,
It shows the full powers of its author, at their height and at their
hﬂ'ﬁt.'"

Hollywood Is a symbol of a self-enclosed, self-sustained world,
a miniature empire, a microcosm of American history and national
identities. It is a world free from outside unwelcome intrusion,
sealed off from the disturbing human presence, controlled by an
isolated genius, an automaton sharing power with responsibility.
But its own inexorable logic makes it free from all human warmth,
all palable life, even to make it "a cold frozen world of eternal
winter,"™ Hollywood is invested with symbolic implications, with
its primary emphasis on timeliness and relevance, notwithstanding,
a system that is designed to destroy the very determined individu-
alism and personal integrity that one tenaciously holds on to and
defends. Hollywood was a perfect symbol for Fitzgerald's own
version of the capitalist myth. It was an adequate situation to
express the unmatched romantic grandeur of the old before the
setting in of corruption of all dreams and values by the excessive
materialism of the new industrial age and a dehumanised com-
mercial culture. It had become the contemporary image of the New
World, now more vulgarised and dissolute, with a diminished
stature of modern man. But paradoxically, it still had the power
of evoking romantic glamour in its history, the illusions which could
. {ill in the gap between the old vision of the American Dream and
the present material actuality--and what it had cost in the loss of
the old heroic vision, the loss of all idealism. There was no longer
a possibility commensurate with man's "capacity for wonder."

The earliest symbolism of Hollywood as a capitalist myth of
success is to be found in the allegorical reverie, *The Diamond
As Big As The Ritz." It is a story which recreates the infinite wonder
of moneyed splendour that Is Hollywood, what is made possible
with an "unlimited amount of money,” selfishness and brutality of
a pioneering adventurer, Braddock Washington, the epitome of an
avaricious and aggressive American Tycoon, who becomes the
prototype of Fitzgerald's later caricatures. He represents the extremea
absurdity and madness of the American dream of wealth and power.
He becomes the symbol of strident modern capitalism, the banality
and morbid bourgeoise vulgarity and despotism of the American
myth of success. But he is not without his disenchantment with
the dream.
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The pattern repeats itsell in the colossal vitality of Gatsby's
lusions. Both Jay Gatsby in The Great Gatsby and Monroe Stahr
in The Last Tycoon are the true functionaries of the American myth,
in the service of "a vast vulgar and meretricious beauty,” and its
cynical powerful corruption. They are the last of the breed of men
who believe in and practise individualism and unlimited economic
freedom. But as outsiders are the trapped and tragic victims of
a myth whose sole aim seemed to be the continuing prosperity
envisaged as a basic corollary of the American dream. But like
their author, both Gatsby and Stahr are morally adrift, knowing the
falseness and yet clinging desperately to what they cannot them-
selves relinquish as something noble and what gives them their
social stature. In The Last Tycoon, Hollywood becomes that last
citadel into which converge all hopes and dreams, desires and
fulfilment, and what gives shape and purpose to American am-
bitions and the characteristic elements of its society. As Michael
Millgate observed: "Part of Fitzgerald's distinction as a social
novelist derives from his perception that by presenting an ‘epic
hero’ whose business acumen, exceptional as it is, forms only one
aspect of his total personality; he could at once increase the stature
of the hero and decrease the importance cf the business, herein
lies the special interest of Jay Gatsby and Monroe Stahr."™ The
dream constitutes what the business tycoon aspires for--a com-
bination of hope for wealth and the adjuncts of youthful innocence,
beauty and romance. For Gatsby they are embodied in the person
of Daisy, without whom life is "material without being real." In The
Last Tycoon, Hollywood is a symbol of Stahr's empire, the “green
light™ of his intense hope. But it is their ironic destiny that in trying
to redeem the promise, they are helpless "pioneer debauchees”
of the dream. The grotesque shift of fortune makes them innocent
pursuers of corrupted wealth, beauty and romance. The golden
dream is thus tainted and slurred. Stahr provides an insight into
whatever justification Hollywood had, to be-contrived and made
to survive as a moral entity. What Nathaniel West had been seeking
in his novel The Day Of The Locust, that moral idea meets with
a negative. Even though The Last Tycoonis a fragment, it is nearer
the moral centre of the Hollywood dilemma. West's conception is
nightmarish, filled with horrible Images of distorted figures, a moral
and spiritual wasteland. Fitzgerald even surpasses the satire of
Schulberg who had been reared and nurtured in Hollywood, and
had occasion to observe the soclal scene al close quarears. The
American dream had become solidified in the glitter and glamour



120 ATTIA ABID
of Hollywood, and motion pictures had attained that moment which
Fitzgerald had always evoked in his art. Hollywood would "manu-
facture® dreams where American hopes had been lost. The movies
were more than art and entertainment; they revived a new capacity
for hope, dream and illusion, a meeting point for the American past,
a metastasis of American culture, a moulder of identities and
national destinies. The historical perspective comes out in a wider
cultural and social context in Monroe Stahr and The Last Tycoon
than in Dick Diver and Tender is The Night where it had been
rendered falteringly.

It was in this sense of national history and American destinies
that The Last Tycoon was an artistic construct recapturing The
Great Gatsby. Even in the atmosphere of newness, connections,
contacts, illusions, freshness and beauty, there is longing, a search
for warmth and the buming glow of the past, of the "mining town
in lotus land®, that Hollywood has become, peopled by those who
have come to wean back, retrieve, form and shape the new
American dream. Holywood, like America itself, hankers for the
rootedness and understanding of the past. The reference to Andrew
Jackson's homestead, the Hermitage near Mashville, the Presi-
dential figures of the past--Abraham Lincoln et al--create symbaolic
associations of a past that Hollywood needs in order to be con-
nected with the authenticity of that dream. Fitzgerald had linked
up the figure of Lincoln “as a symbol of the pastthroughthe...separate
perspectives gradually broadening out to a perception of the essential
links between the past and the present."™ The Lincoln figure is
not simply Hollywood's appropriation of the American past created
as a movie entertainment as in the scene where a visiting Danish
nobleman, Prince Agge, confronts the remote figure of the Presi-
dent in period costume, but is a typical projection of an urge of
the film industry to forge an equally valid figure who could approxi-
mate itsell to the standards and values of the past that the American-
Hollywood present is hankering after. Thus the symbolic value of
the Lincoln image, in terms of its historical and social significance,
is the focal point of Stahr's tremendous inner conflicts that sum
up his aspirations, the goals he desires to attain and the reasons
of his reaching the pinnacle of the Hollywood hierarchy that the
English screen-writer, Boxley, understands: "He had been reading
Lord Charnwood. He recognised that Stahr like Lincoln was a leader
carrying on a war on many fronis; almost single-handed he had
moved pictures sharply forward through a decade, to a point where
the content of the 'A Productions’ was wider and richer than that
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of the stage. Stahr was an artist only, as Mr Lincoln was a general,
perforce and as a layman."* His tremendous verve and action
are necessary o demonstrate to his collaborative professionals
the effectiveness of his skill as an artist with an un equalled drive
and initiative. Stahr covincingly argues with Boxley why movie is
an artform, a medium of artistic expression and experience, though
Boxley has been rather sceptical of what is essentially an enter-
tainment medium and what could be turned into an artistic expe-
fience from Stahr's own limited capabilities and talents. Stahr
eventually wins over Boxley without losing much time for what he
effectively dramatises to the Englishman in that "pretty stenogra-
pher® scene is the quality of a "character in action” which aptly
makes explicit the action manifesting character, absolutely an
artistic effort and achievement.

The new conception of the tragic hero for The Last Tycoon
* came in the charming and captivating image of Irving Thalberg.

Stahr shared his hypochondria, ruthlessness and impatience with
mediocrity, inability to take things easy, live life at a higher pace
than normal, and the same bourgeocise artistic taste. Though
Thalberg's life was pathetic rather than tragic, Fitzgerald believed
“tragedy and doomed and heroic things do happen® in Hollywood.
However, Stahr, in his humble impoverished beginnings, is also
acontinuation of the Lincolnesque-Alger myth of success, the "rags
to riches” legend. The need for a messiah-mythical figure neatly
coalesced in Fitzgerald's quest for a superman hero to save
mankind from the holocaust of impending doom that the Second
World War symbolised in the possible death of human civilisation.
Stahr's own will and imagination helped him to dominate the movie
world. He became a tycoon of great power and magnitude, a prince
among entrepreneurs. He exercised genuine authority in a demo-
cratic social set-up, but his authority is of the old capitalistic order,
paternalistic, the last fading embers of what once glowed with power
now lingering smoulderingly &n the precincts of Hollywood. It is
indeed a significant image of the American business civilisation
atavital juncture of irreversible transformation inits national history.
He represents the tradition of responsibility and power in a society
becoming increasingly acquisitive because of its supreme accent
on material success. He only succeeds as "a symbol for vanishing
American grandeur of character and role." His inevitable tragic
isolation, followed closely by his doom and death, is largely a matter
of a symbolic end to a long-drawn losing battle of American
pioneering aspirations. It implies the end of an era and an ideal.
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Monroe's struggles against the powerful interests of the film
industry, the banalities of big money, communist gangsterism, and
whatever went against the grain of powerful and responsible
individualism, were his symbolic fight against his unwillingness to
compromise his artistic sensibilities to the demands of an unscru-
pulous, insensitive and ruthless enterprise. His preoccu pation with
the pursuits of money, beauty and aesthetic pleasures, and the
innocuous manoueverings for the good of people only became
manifest in his recreation of illusions in motion pictures. But the
businessman and artist are apparently antithetical figures. Stahr's
life in the studio--in the projection room, in the story conferences
ol screen-writers, show him to be the hard working, intelligent
producer, a difficult and determined task master. With his chorus
of yes-men and Insistence on his angle of the story, he is a typical
'Hollywood tycoon, but he is very different too. The screen-writers, -
story conferences are the most effectively presented scenes. It
was Fitzgerald's own experience as a writer for the screen that
gave himthe close view of this aspect of the movie-making process.
It was one of the crucial moments in his Hollywood experience
that made him realise why creative impulse was at a discount in
movie stories. It was certainly what a hack writer could do better
than a novelist with a gifted sensibility, and what a novel, as an
artistic medium, could do better than the movie. William Faulkner
putthis succinctly, reviewing his own experience as ascreen-writer:
*A few years ago | was taken on as a script writer at a Hollywood
studio. Atonce | began to hear the man in charge talking of ‘angles’,
and then | realised that they were not even interested in truth, the
old universal truths of the human heart without which any story
is ephemeral--the universal truths of love and honor and pride and
pity and compassion and sacrifice."™ A creative writer and artist
has his individuality-and independence; he cannot be a flattering,
fawning underling. Screen-writers like Boxley know what it means
to work under Stahr's supervening genlus and his absolute mastery
of the intricacies of film-making. The conference hecomes symbolic
of his public mask, but behind that lies the private figure. The true
centre of the novel lies in the Ironic distance between these two
positions. His professlonal stature as a producer insulates him from
the life of the Hollywood community. The characters who figure
in the script-writers’ conferences like Wylle White, Jane Maloney,
John Bronca, Reinmund, George Boxley etc. seemed mental
cadavers, the merchandise that he would like to buy for what they
have in their minds. He admits: *| never thought that | had more




HCLLYWOOD AND F. SCOTT FITZGERALD 123

brains than a writer has. But | always thought that his brains
belonged to me--becausa | knew how to use them. Like the
Romans--I've heard that thay never invented things but they knew
what to do with them."™ He also knows precisely where in the
hiararchy of movie-making each one stands. He tells Wylie White:
"It takes more than brains. You writers and artists poop out and
get all mixed up, and somebody has to come and straighten you
out....You seem to take things so perscnally, hating people and
worshipping them--always thinking people are so important--es-
pecially yourself. You just asked to be kicked around. | like people

and | like them to like me, but | wear my heart where God put
it--on the inside,*™

Stahr transcends not only the inherently associated limitations
of a businessman, but attains the heroic proportions and the aura
of doom and tragic grandeur. The mation picture venture had begun
as a self-sufficient, self-propelling, profiteering institution, once the
vision and enterprise of a single individual, his shadow and shaping
power. Now his waning vitality and physical resources lack the
power to resist the growing tide of materialistic, exploiting onslaught
on the creative and the artistic. He is subsumed under the very
organisation that he helped to build and nurture. His own survival
now faced annihilation, and he struggled to clinch victory over the
piling destructive forces against him. But he can only fight a losing
battle against the monolithic empire. He is virtually hemmed in from
all sides--the big financiers, labour unions and all such collaborative
agencies that engage themselves in the enterprise, and are out
to putimpediments in the way of his endeavours. He mustinevitably
give-in to forces that have become too unwieldy for his control.
As Director he commands unquestioned obedience and loyalty
from all subservient to him in the movie venture. But he must also
share it with other artists. In spite of his implicit faith in the efficacy
of creative freedom, it is ultimately his unifying imagination which
holds final responsibility for the resultant artistic product. There
is a secret conspiracy to pass this unique authority that Stahr
combines and concentrates within himsell to lesser but more
envious and manipylative directors like Pat Brady. In fact, a real
economic situation is symbolically transposed to Hollywood, lend-
ing it the same psychological and symbolic overtones associated
with Daisy in The Great Galsby. Stahr represents the golden age
of American capitalism now about o be over. He Is in every sense
the last tycoon who had grown up dead cold but had learnt
*tolerance, forbearance, and even aflection." He cares for hisg
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subordinates and co-workers--that is the "extra® that he puts in.
But his idealism itself sets in the process of self-destruction. The
haunting ambience of death stalks his pursuits everywhere, and
there is a sense of destiny overtaking all he stood for. With him
is dying an era ol American past, the pioneering frontier phase
of American history, and Hollywood itself.

Pat Brady and Brimmer are symbols of what will replace Stahr.
They are the breed of men, destructive tycoons, symbols of
materialism and sellishness. They represent collective, collusive
forces of dehumanised capitalism and organised brutal labour
power. Pat Brady is a composite image of Wall Street, the enormous
leviathan, the depersonalised concentration of the capitalism of
the East, corporate capitalism trying to destroy individual enter-
prise. He belongs to the gangster-capitalists of the bootlegging-
Prohibition era of the Twenties. His loss of identity is so complete
that he always lurks in the background like impending doom. Even
his daughter is disillusioned and realises that his rise to power
has been through pure luck, a chance, and trading on other people’s
talents. He has leamnt little about the “feel of America® and has
no talent for film-making. He is an exploiter and manipulator without
any scruples. Even in their approach to love and sex, Stahr and
Brady are opposed to each other. Here too Stahr preserves a dying
" order in the old European and American tradition--Kathleen, the
replica of his dead wife, Minna, is a symbol of his romantic
yeamnings. On the contrary, Brady's materialism and unethical
conduet is best illustrated in the episode where his daughter,
Cecilia, stumbles on the figure of Birdie Peters in his closet:"...l
don't know, but | ran across to it and opened it, and father's
Secretary, Birdie Peters, tumbled out stark naked--just like a corpse
in the movies...a mistress stuffed naked into a hole in the wall in
the midday of business."®

Movies had exercised a curious fascination for Fitzgerald so
much so that he used cinematic techniques in his major novels
which, no doubt, enhanced his style and contributed to the unique
guality of not only his themes but characterisation and formalist
concerns as well. He had a camera eye, and used the literary
equivalents of such film techniques as pans, close-ups, long shots,
. slow motions, and freeze frames 1o mention but a few. He also
used editing processes like straight-culs, dissolves, fades and
montage, as transitional devices from one scene to another, one
chapter to another, one segment to another, Aural devices too have
been used in the manner of sound-tracks to create sound effects
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and atmosphere--dialogues, speach patterns and music have all
been effectively hamessed. Last but not least, time has been
presented through film techniquéfs of flashback, cinematic use of
colour and lighting, and visual and dynamic presentation of char-
acter. As an artistic medium, the motion pictures had made a new
cultural conquest, supplanting old traditional values by investing
and merchandising new ideas and attitudes 1o life. For Fitzgerald
the movies had *a more glittering, a grosser power than had ever
before existed to seduce and enslave the mass mind.*» He inten-
ded to explore and portray the motion picture industry as a cultural
and social phenomenon, the Hollywood community with its fantastic
glamorous life determining the social aspirations and urges of the
American people. Hollywood thus becomes a larger than life
symbol, a world vaster and grander than the ordinary one. The
movies could display wealth and success as a glorious dream,
and for Fitzgerald "the movies and wealth were locked up in the
same purse in his imagination®; he saw them as synonymous. But
all this dreaming of "money and glory* was almost inaccessible,
"beyond the impregnable walls of Hollywood" that Fitzgerald had
hoped to conquer.

Fitzgerald had, however, found the most cogent and authentic
symbal in Hollywood for his final indictment of the American dream
and its disillusioning impact. Even in its fragmanted version, The
Last Tycoon delivers the message loud and clear. Moreover, his
judgement came not a day too soon as America was getting ready
to enter the European War when Fitzgerald died in Dec. 1940,
Edmund Wilson called it a novel about Hollywood, but it is more
than that. It talks about the struggle for existence and survival of
the fittest. There is no place for those defeated by time or events.
For people like Manny Shwartz who "once...used to be...regular
[men] of decision® there's nothing except nostalgia and despair.
Had Stahr lived, and not been murdered, as Brady's gang was
plotting, his future would not have been different. Howeter, as
Arthur Mizener points out, the parallel drawn by Fitzgerald between
the moral and economic conflict in Hollywood and the conflicting
moral and economic traditions of American soclety, and a fluid
society’s "a-historical blindness® make the novel "an image of
American experience, not only in our time but through the country's

history.”
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GLORIFICATION OF CRIME IN LITERATURE
AND FILM: THE GODFATHER VS
INDIA'S BANDIT QUEEN

Sumitra Kukreti

Theinterpenetration and interdependence of literature, filmand
society have been established beyond debate. Literature reflacts
trends, customs and tendencies prevalent in soclety, while film
provides a panorama to all these. The purpose of literature and
film is not only entertainment but social amelioration. The former
emphasises social amelioration, while the later lays more stress
on exhilaration and entertainment. Since time immemeorial it has
been a burning issue whether art (literature, dance, painting, music
architecture, sculpture, etc.) should be for the sake of art or it should
be for the sake of life. Regarding the purpose of art, Plato em-
phasizes "moralism and utilitarianism,”" while Horace stresses that
“literature should be ‘duke at atile™* (delightiul and instructive).
In 20th century, Leo Tolstoy claims that "Art must remove violence,
only art can do it. The greatest purpose of art is to make people
good by choice."” On the basis of aforesaid discussions, it can
be maintained that in art exhilaration and sanctification should go
hand in hand which unfortunately is a rare unification.

In the present scenario, literature as well as film presents a
distorted image of reality, for both these media of expression tend
to glamorise violence and sex to become more saleable and
popular. In the present work the author aims at analysing critically,
comparing and contrasting the two, The Godfather by Mario Puzo
and India’s Bandit Queen by Mala Sen, as both of these works
supplied theme for the films. The Godfather glamorise violence
while India’s Bandit Queen Is a sharp blow on the cult of identity
worship that inspires people to crave for name and fame, irmespec-
tive of any consideration of the means used for this purpose. Media
is largely responsible for projecting his new value pattern and
thrusting it on readers and spectators that wealth Is the solution
to all worldly problems and that It js most glorious thing on earth.

The Godfather by Mario Puzo was published in 1969, and it
immediately gained popularity and was called a “staggering tri-
umph®* in popular literature. The novel Is the "sweeping saga of**
of a family and deals with the detailed narration of the life of its
chief protagonist. It updated the Gangster genre in the movie
produced by Francis Ford Copola. As a child Vito Andolini was
living happily in his village Corleone in Sicily. After the brutal murder
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of his father, he migrated to New York. Due to-nostalgic fondness
andto presarve somae tie with his native village, Vito Andolin altered
his name to Vito Corleone, got married to an Italian girl and settled
down in New York.

Rapidly moving time brings change in the life of Vito Corleone

. and once a contented, self-restrained and reserve man finds ]
himself in the role of a murderer of Fenucci, the local mafia chief.
He is a man who does repent after committing the first murder,
for he is fully conscious of the fact that society will neither condemn
him nor deplore the murder of Fennuci. Though he never speaks
about it to anyone, the "whole neighbourhood within a few weeks
also knew. Vito Corleone was treated as a ‘man of respect’ by
gveryone." Then he lakes over the business of olive-oil and
gradually becomes the largest importer of olive-oil. Meanwhile, he
is fully indulged in crime, and it is nearly impossible for him to come
out of it. He has three sons, Sonny, Michael and Frederick. After
Sonny is killed and Frederick is incapable of managing the family
business, Michael takes over the family business and kills all the
enemies of Corleone family, thus making his explicit victory over
others; but Vito Corloene dies without enjoying this victory.

Though all these things have a living, breathing sense of
improbability, yet the readers and cine-goers empathise with
characters and situations in the life of the protagonist. In the film
The Godfather, the character of Vito Corleone has been glorified |
to the extent of presenting him as the invincible don, the greatest
power of the underworld, one who is worshipped by the Italians,
who would like to go to him, instead of lodging complaint to the
Police in the time of need. Whether they need financial help or
wish to avenge their sufferings, the solution is a visit 1o the
Godfather as they cherish immense faith in his justice and power. !

Despite being a simple, semi-literate man, Vito Corleone has ,
achieved great success In the business world. He is a man who
never repents after committing his first murder and this is something
rare in real life. He is also never seen repenting over the life-style
he has chosen, despite the moment when his eldest son Sonny
commits a bank robbery at the age of sixteen, and after being
rebuked and enquired, he replies that he has seen his father
committing his first murder, so It Is natural for him to follow the
same path. The Godlather realises that since he could not live
a virluous life himself, he has no right to expect his son to adopt

N ——
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the course of a gentleman.”” He becomes a mouthpiece for
expressing the resentment, pain and fallure of the father when he
reacts to his son's statement that "everyman has but one
destiny."" This grumble does not suffice for a father whose son
has chosen a wrong destiny. The words containing great dramatic
appeal become a phrase, and form an Inseparable part of Vito
Corleone's philosophy. If he had tried, he might have averted his
son's degradation and eventual untimely death that follows inevi-
tably to all people clinging to crime. In such a society where terror
pays more dividend than anything else, the path of terrorism is
an irresistible temptation. If within a fortnight illegal business can
make fortune, there is no need to have perseverance for decades
to have the same. Once Godfather has accumulated great wealth,
none can dare interrogate its source.

Contrary to the above novel and film, Phoolan Devi, the chief
protagonist of India’s Bandit Queen opts for the life of bandits, as
she has no other alternative. She got married at eleven, and her
husband, already a widower, was "almost 20 years older"® than
her. Having been ill-treated by him and his third wife, Phoolan left
his house and later the police put her behind the bars for petty .
offence of throwing a stone to Maiyadin who was "attacking the
neem tree with an exe"™ which belonged to her father. After
sometime when she was in dire need of police protection against
continual threats of dacoits to kidnap her, they did not pay any
heed to her requests. Ultimately, she was kidnapped and molested
by the dacoit leader Babu Singh Gujar. After the assassination of
Babu Singh Gujar, she was warned by the gang members to stay
in the gang without causing trouble. Her words to the authoress
in an interview, "| was to be Vikram's mistress or | would be
killed,™" reveals the irrevocability of her choice and the compulsiva
circumstances deciding her fate. Her pathetic realization that "a
piece of property has no choice™ " evinces the role of society and
circumstances in deciding her future course of action. She was
emotionally attached to Vikram and avenged his death by mas-
sacring twenty-two thakurs who "had abetted in her capture and *
rape"" and Vikram's murder. It was the demand of survival that
within a year her gang of seven men was recognised as next only
to that of Malkhan Singh in power. There was a cash prize of rupees
two lacs on her head.

Later the chief minister of M. P., Mr. Arjun Singh, and con-
tempaorary P. M., Mrs. Indira Gandhi, herselfintervened inthe matter
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and the then S. P. of Bhind could convince Phoolan Devi to
surrender her arms. The surrender ceremony took place on 12th
February, 1983. Mala Sen describes the event in these words:

Thousands of villagers has walked many miles to witness the event. Phoolan
Devi was a nationallegand. Songs had been written about har axpioits.... Dasyu
Sundary mounted the 23 foot high wooden platform which had been con-

structed for the occaslon ... Man Singh and the rest of the gang, seven
man in all, lollowed her up the steps. Portraits of Mahatma Gandhi and the

goddess Durga, benevolent aviar of Kall, adomed tha centra of the stage
as she specified. The three garlands she had asked for had also been
provided and hung on a chair.™

Everything turned out but just for her. She had decided to
surrender to the Madhya Pradesh Police after the verbal agreement
was made with the Central Govt. represented by the S.P. of Bhind.
She laid down her own terms and conditions:

....naither she nor members of her gang would be hanged; that the gang
would not ba extradited to Utter Pradesh; that they would be allowed to
live together in jail; that they would ba given two proper meals a day; that
her family would be rehoused in Gwalior, Madhya Pradesh; that her goat
and cow would be brought to Gwalior with her family; and that she and the
members of her gang would ba released after eight years.™

Later developments in Phoolan's life are well known, as she
was released from the prison in 1993, contested election and was
elected for the parliament. Another testimony of identity worship
has been narrated by Mala Sen. She had visited the village of Pan
Singh Tomar, an athlete turned bagi in 1987: "..the villagers
realised we had come 1o research the story of baghis for a film,
the hut we had been invited into was soon crowded and we were
informed that 'the Great Pan Singh Tomar' had put their village

on the map."™

To conclude, it can easlly be assessed that the character of
Godfather was glamorised by the novelist Mario Puzo as the New
York Magazine expressed its opinion "you cannot stop reading it,
and you will find it hard to stop dreaming about It.*” This comment
itself is a great support to the views expressed in this research
paper. To dream crime Is to aspire it, and it leads to the resultant
contamination of the imagination of the readers and cine-goers.
Thus the energy and vitality of youlh go waste in dreaming and
planning about the overnight success," whether achieved through
fair means orfoul. Instead of criticising and presenting the negativity
of violence, 20th century novelists and film producers glorify it and
Mario Puzo and Francis Ford Coppola are no exceplion. Similarly,



SUMITRA KUKRETI 131

Phoolan Devi was glamorised by the Indian media. Who is the
defaulter? Is it the authoress of Indias Bandit Queen Mala Sen,
or the director Shekhar Kapoor, or the Indlan masses that gave
4 mandate to Phoolan Devi, or the soclety that made her life
unbearable and created such circumstances as to become a dacoit
was Irrevocable destiny for her?

Though the debate whether literature imitates life or life is an
imitation of literature remains Inconclusive, yel regarding the
relationship between art and morality it can truly be assessed that
“art cannot be divorced from morality, for it then ceases to be a
human value.*™ No doubt human values are changing rapidly in
the twentieth century yet there must be a medium to keep our moral
values intact and alive. For this purpose nothing is better than the
media and it must be employed to “teach and to delight.*® A,
whether movie or literature, deals with human beings as the pivot
figure, and if it helps in transcending their lives, makes them a
better human being so that they can ancompass noble spiritual
values, then and only then it will serve its purpose.
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