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Abstract

THE ALGERIAN WAR ERA THROUGH A TWENTY-FIRST CENTURM.ENS:

FRENCH FILMS 2005-2007

By Nicole Beth Wallenbrock

Directed by Jerry Carlson

This dissertation addresses French films made eetvd®05 and 2007 in which the
Algerian War serves as a cinematic subject andhgeffhe Algerian War as a film genre has
never been more significant than post-2005; in, fet films (either set during the war or that
make important reference to the conflict) were mbe®veen 2005 and 2007, more than in any
previous decade. My project thus examines the rsafw the frequency of the Algerian War in
cinema during this time period. The policies ofglaes Chirac and Nicolas Sarkozy, the rise of
second and third-generation North-African immigsanand the revelation through recent
literature and media of previously unknown actsasfure that took place during the Algerian
War increased interest in the subject. | investigadw these historical phenomena surface
directly and indirectly in contemporary cinema, @aling the current place of the Algerian War
in the popular imagination. In chapter 1, | genlgrdiscuss all Algerian-War films before 2005,
presenting the New Wave as a development concuwiémthe war in a study dfe petit soldat
(made in 1960 released in 1963) addriel ou le temps d’'un retour§1963). The chapter
concludes with an investigation of the receptionthaf Italian-Algerian productioha Battaglia
di Algeri (1966) in Franceln the following three chapters, | place recenh§lin thematic pairs:

Chapter 2 The PTSD flashbadkaché(2005) andvon Colonel(2006), Chapter 3 Victim or



Perpetrator?L’ennemi intime(2007) andLa trahison(2005) Chapter 4 The Child Immigrant
and the Child Witnessvlichou d’Auber(2007) and Les Cartouches Gaulois€2007). These
films alter, amplify, and adjust the meaning of thar period to correspond to recent historical
findings and a changing political climate in thestwy-first century. As a multicultural French
population confronts the legacy of colonialism wihowing magnitude in the streets, the
classrooms, and courts, a study of the concurreet@ is imperative. These films represent a

discourse in which memory and nationalism intersaa@iquing the past and present.
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Introduction

My dissertation addresses French films made betv88b and 2007 in which the
Algerian War of Independence serves as the cinemsabject and setting. The Algerian War as
a film genre has never been more significant im€eathan post-2005; in fact, eleven feature-
length French fiction films (either set during thear or that make important reference to the
conflict) have been made since 200Bhis half decade of the Algerian War in Frencimfil
surpasses the output of the war-period and its idnetee aftermath; eight films about the
Algerian War were made by French directors durhmg @0s, only seven in the 70s. My project
thus examines the reasons for the frequency oflperian War in French cinema during 2005-
2007; the political climate in the final years acdues Chirac’s presidency, which prepared
France for the candidacy and eventual presidendylidiolas Sarkozy, the concurrent rise of
second- and third-generation North-African immigsar{France has the highest Maghrebi
population in Europe), and the revelation througterature and media of previously
undocumented acts of torture that took place duttegAlgerian War. | investigate how these
historical phenomena surface directly and indigeicticontemporary cinema, revealing the place
of the Algerian War in the popular French imagioatin the two years preceding Sarkozy’s
presidency and during his first year in office. $baecent films alter, amplify, and adjust the
meaning of the war period to correspond to recatbhical findings and a changing, twenty-first
century, political climate. As a multicultural Frdn population confronts the legacy of
colonialism with growing magnitude in the stredts classrooms, and courts, a study of the
concurrent cinema is imperative. These films regmesa discourse in which memory and

nationalism intersect, critiquing the past and enés




A Historical Context

A strong historical background in the Algerian VWaiides my analysis of the films; one
must know what occurred in order to distinguishwiesn verity and fiction in the twenty-first
century depictions. Texts written during the wactsasLa Guerre Moderndy Robert Triniquer,
which apologized for torture, arlca Questionby Henri Alleg, which condemned the practice,
provide unigue insight into the reasoning behirel thilitary’s practice, as well as the anti-war
movement. However, as my project considers whyAlgerian War became a popular cinematic
subject in 2005-2007, | also examine recent hisabriexts that revisit the war-era, and how

these books influenced the larger media, and theipopular understanding of the Algerian War.

In general, historians’ investigating the AlgerMfar preceded the wave of films. Jean-
Luc Einaudi's work demonstrates how police bombdrde peaceful march for Algerian
independence in Paris and killed as many as 20®udsimators on October 17, 196Although
Le Seuil published a new edition of Einaudia Bataille de Paris-17 octobre 1964 2001, the
original print was ten years earlier, before th&eggoment’'s acknowledgement of the violent
event (See Chapter 2). Cinema’s address of thedatdelped disseminate the facts: first a
documentaryl7 octobre 1961: dissimulation d'un massagyeDaniel Kupsterstein, that Michael
Haneke viewed on television and inspired the hisabitrajectory of his filmCaché(2005) and
also Alain Tasma’s filmLa nuit noire 17 octobre 19612005) which was made for television
but also played in theaters to mark th& &niversary massacre. Cinema’s renewed interest in

the Paris Massacre continues today. As | discufiseirtonclusion, Rachid Boucharebisrs la

2 After Einaudi gained the public’s interest in theivn ignoble past he published a second book phititos of the

massacre in 20017 Octobre 1961.



loi (2010) culminates and concludes with a violenticteg of the massacre, ahd, on noie les
Algeriensa documentary, premiered to memorializ& &@niversary in 2011. Furthermore, after
the death of Jacques Panijel, his censored docanyepteceOctobre a Paris made in 1961,
was finally released to theaters and on DVD. Is thay, we see how a historian’s examination
of the police crime, brought about the cinematie,onducing a larger national awareness, which
is still, twenty years later, questioning the amsmitted by the police and the military, as well

as their censorship.

Raphaelle Branche'ka torture et 'armée pendant la guerre d’Algéri®4b-1962 also
largely impacted the twenty-first century definitiomf the Algerian War, and subsequently
French cinema. When previously concealed Frenclitamyilrecords concerning the Algerian
War were “officially” open to the public for a defm 1987-1997 Branche researched the
military’s practice of psychological warfare in Alga, with staggering results. Her book brought
new attention to the torture committed. The fadtdma confusion, and anger over torture
committed by the military surfaces lra Trahison Mon colone] and Cartouches gauloises.
However, as Patrick Rotman specifically probed éffects of torturing on the torturer in his
interviews with veteransL@ guerre sans nom : les appelés d’Algérie (19582)92001) and
L’ennemi intimg2002)) before directing and producing a docunmsmia the subject, the fiction
film based on his book and documentdrgnnemi intimewhose screenplay he co-wrote, offers

the sole reenactment of a torture session. The woBranche and Rotman from 2001 and 2002,

% Marnia Lazreg conducted research in the militachizes during this time period. She explained miyitier fall
2007 seminar course, “Torture and Empire,” thatdrtgnt pages were many times missing, and than eftads

were redacted.



demonstrates how the historical study of the tertpolicy in documents, encouraged and
demanded a cinematic representation found seveaas yater.

Benjamin Stora’d.a Gangréne et I'oubl{1992) made an initial impact, and specifically
addressed the lack of French interest in the AdgeWar in its aftermath. Stora broke ground as
he utilized psychoanalytic terminology to addresanEe’s dismissal of the war and found a
réfoulementin the general public. He secured this approacth wpecific historical data
concerning both France and Algeria. In this way fnoject was courageously bi-lateral and
asked contemporary post-colonial questions conegrthhe consequences of the Algerian War
on both France and its former colony. The new egemn the topic compounded with the book’s
success rendered a second edition in 2005. Stataaed and continues to write histories of the
Algerian War that are popular and make televisioth ildio appearances.

While it is not clear if the historical press foutlte Algerian War timely due to the
contemporary politics of France, or if inverselylaeger awareness of the past war instigated by
historians formulated contemporary French politieg find politics and historical studies
coalescing in the years preceding and concurrertheofilms’ premieres. Thus, a study of
contemporary French politics equally guides my gtlbr such information, | relied heavily on
French press, specifically the newspaperMonde and magazines such &s pointandLe
Nouvel Observateur The now defunct French government website ononali identity
demonstrated the fascination with the Sarkozianpeagm concept, and how the UMP (Union
pour un Mouvement Populaire) abandoned it wheedtime political liability in 2010. Likewise,
very recent politics post-dating the films by salgrears concerning the expulsion of Roms (a

nomadic population originating from Romania) and thterdiction of theniquab (an Islamic



veil that covers a woman'’s face except for her pgegate the films within a specific Sarkozian

moment.

The memory of the Algerian War became especialiyetut due to the February 23, 2005,
colonization law. Article 4 of this law sought @énforce the positive role of the French presence
abroad in high school courses with an emphasisathMfrica. By featuring both conservative
senators in favor of the law and opposing acadethasdetested the article’s implications, the
media inflamed the controversy. After nearly a yefadebate, the senate dismantled the law in
January of 2006. Although this specific effort tiiadalize French history was short-lived, the
colonization law of 2005 put the historical eveotshe Algerian War into relief with the present;

in this way the national memory and its fragileufgt were challenged.

Article 4 was an attempt by the French governmeranheliorate its reputation, after the
popularity of books by Einaudi, Branche, and Stdiae war crimes were additionally making
strong currents in visual media when both Generadsaressses and Maurice Pdptime head
of Paris police at the time of the Paris Massagve)e stripped of their Legions of Honor.
Journalists investigated these stories and disedveven more occurrences of torture committed

during the Algerian War.

A cluster of banlieu riots in 2005 increased theof over revelations of Algerian-War
crimes. The participants in the riots were prinyagecond- and third-generation Africans and

North Africans, a fact that forced the internatioc@mmunity to question the so-called solidarity

* Although Papon is not central to this dissertattnis an important historical figure. Papon’'saske from prison

in 2004 for health care provoked much debate, addath also renewed interest in the Paris massacr
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of France and the origins of the current malaides Gatalyst for the riot — the electrocution of
two teens hiding from the police in a sub-elecsystem — publicly demonstrated the entrenched
divisions in economy, community, and opportunityattitoccurred across racial lines. France
could no longer ignore the legacy of colonialistheTriots destroyed nearly 9,000 cars by fire
and affected 274 towns. The reinstatementéét d’'urgence(not coincidentally, a law which
France had instituted during the Algerian conflitttjther highlighted the relationship of the
2005 riots to the war. During a state of emergetiog, president holds more power over the
government, police may search without permission/,24nd a curfew is enforced. The
reinstitution of the state of emergency squarefced the civil unrest of 2005 in the context of
the Algerian War, since it recalled violence andden exchanged between police and Algerians
forty-some years earlier. The Algerian War for Ipeedence (which had only received the right
to be entitled “war” in 1999 by the French govermtyavas now through broad media coverage
of the 2005 riots, the colonization law, and pasture crimes, rewritten as an epoch of shame.
Despite decades of hiding and censoring the atgualiFrench combat, symbols and effects of

psychological warfare now reemerged in politicad anltural spheres.

Not insignificantly, cinema followed the trend $streporters. On October ' Bf 2005,
coinciding with the 4% anniversary of the 1961 Paris massacre, two filbasNuit Noireand

Caché which reference the slaughter, premietéthe Paris Massacre was now central to

® Although Michael Haneke, the director@éché,is Austrian, | conside€achéa French film. It is Haneke's third
film in French; it is set and filmed in France drdtures exclusively French actors. Furthermof&each company,
Les Films de Losange, produced the film. This i$ toosay that Haneke's nationality does not poserdsting
guestions of othering, similar to Pontecorvo’si#talnationality, or even Jean-Luc Godard’s Swisskgeound—the
dissertation will explore all such tendencies d¢fesing and nationalism.
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France’s cinematic imagination. Ten days lateryim® the relevance of the films, the first in a
string ofbanlieueriots occurred in Clichy-sous-bois. As the senabatied the pedagogy of the

Algerian War, cinema taught what had been previjocshsored.

A dissertation, French Algerian-War Films from 20052007

Although this dissertation primarily studies filmsade during a three-year period forty
some years after the war they depict, | ground mafyais in three pivotal films from the 1960s
that exceptionally portrayed torture, and or thieafof torturing;Le Petit Soldaby Jean-Luc
Godard (made in 1960, released in 1968yuriel ou le temps d'un retouby Alain Resnais
(1963), and the Italian-Algerian productiba Battaglia di Algeriby Gillo Pontecorvo (1966).
One finds many references to the use of torturenguhe Algerian War in the films of 2005-
2007, and even the portrayal of perpetrator gliierefore, | study these first cinematic attempts
of the French interrogation technique early in ti&sertation, so that the reader may view in
proceeding chapters how twenty-first century praiduns alter the discourse in accordance with
their proper political climate. Both New Wave protans,Le Petit SoldaandMuriel, are set in
Europe, and both were conceived before the Eviaoodls when the government censure
exercised extreme vigilance concerning any referd@ncAlgeria® Therefore, these New Wave
films portray the French political atmosphere pigekian independence, but simultaneously

confront such censorship and denial.

| have chosen to include the Italian-Algerian prctcn La Battaglia di Algeriin this

study of French films; despite infrequent screesiagd unavailability in France until 2004

® The censure still exists today though it is lesstious.
7



Battaglia greatly impacted French popular culture. Pontexerfilm caused international
discussion of torture and of the Algerian War, #mel French critical press reacted defensively,
refusing to confront the war depicted. The Italiaationality of the director further
problematized a French reaction, which viewed Ramte as condemning and cruel in his
depictions of the French. For this reason, aftedyshg the film’s most iconic scenes, which the
2005-2007 films reference with frequency, the t@tmontage, the bombings of French cafés,
and the use of children, | will consider the filnTsception in France. As thea Batailles
television premiere and re-release occurred in 2004 year before the dissertation’s central
thrust, | will closely study the French criticabponse in this year, particularlylues Cahiers du

Cinéma

While several television films of interest werecalsmade between 2005-2007, | have
limited my study to feature films made for theattiscreenings. | would add that though
documentaries, several made for television, preteda encouraged the fiction films made
about the Algerian War, they are outside of thémeaof this study.Instead, this dissertation
addresses fiction films, as their directors andvcheterpret the conflict in a wholly creative
manner, which allows for a study of sets, mise-®mns, casting, and evocative camera-work. |
have paired the six remaining films in chaptéien colonelandCachéin Chapter 2].’ennemi
intimeandLa Trahisonin Chapter 3Michou d’AuberandCartouches Gauloisea Chapter 4. In

each chapter, the first film discussed follows arenmainstream trajectory in terms of French

" Une autre guerre d’Algérieir. Djamel Zaoui, 2003).Jn réve algérier(Dir. Jean-Pierre Lledo,

2003),C’était pas la guerre(Dir. Alexdrine Brisson, 2003)



nationalism, and technique, and accessibility fomainstream public. This allows for an
interesting contrast in the second half of the térgp in which | analyze a more confrontational,

art-house, feature, several of which contain elémehAlgerian nationalism.

The flashback form, an element of narration Lia Battaglia di Algeri finds new
relevance in twenty-first century films concernitigg Algerian-war period. The past war has
particular political significance in contemporaryakce due in part to a large immigrant, and
second- and third-generation immigrant populatiamf Maghrebi in France. Furthermore, the
Front National whose anti-immigrant platform relates to the fourgl@lgerian War service as
a paratrooper, has never been more popular théreitwenty-first century. In fact, Jean-Marie
Le Pen was in the second round of the presidesigations in 2002 Therefore, the interchange
of the Algerian-war epoch and the present illusgahe effects of the conflict on contemporary
French society. The two films paired in Chapteth2, Costa-Gavras productidon colonelby
Laurent Herbietand the internationally successfobchéby widely regarded Austrian auteur,

Michael Haneke, demonstrate the Algerian-war pasginging in France’s present.

| begin by researching the term flashback, andagisociation with both film and the
psychological disorder PTSD (Post Traumatic Stisserder). This definition enables my study
of a form that portrays an Algerian-war era trauth&; flashbacks o€achéreveal a childhood
trauma surrounding the Paris Massacre, and thenbidmks of Mon Colonel depict an

intergenerational post-trauma of war. Althoughniefe press received Michael Haneke’s film

8 What ultimately became Sarkozy's party, the dentight-wing UMP (Union pour un Mouvement Popuégi
formed after the election demonstrated the Nati&naht's broad success. The UMP continues to aBbpssues
of nationalism and immigration in order to win righing votes.
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favorably, reviewers did not dwell on the film’deeence to the Paris Massacre, which proves to
be the motor of a plot concerning French societyldt and racism. For this reason my study
relies on interviews with the director, as well scholastic studies in British and American
journals. Mon colonelwas virtually ignored by French as well as intéioral press and or
academic studies. Therefore the principal text theirms my study of the film is Sigmund
Freud’s description of a father's dream of hisahvho had recently died from fever. The film’s
narrative, dependent on expositive flashbacks,alsMetters written by a soldier, that his father
only finds and reads several decades after theridly&Var in which his son was labeled MIA.
Thus, the dream recounted by Freud, in which thédckays, “Father, I'm burning”,
demonstrates the same elements of paternal godtyevenge, found in the film, symbolic of a

contemporary French malaise that questions whétreetoo late for vengeance.

| follow my study of the flashback in the 2005-20@ih of the Algerian war-era, with an
analysis of two films set in French military campsAlgeria in 1959:La trahison(2005) and
1960 L’ennemi intime(2007). L’ennemi intimecan be compared with the American film,
Platoon for several reasons; there are scenes of bombingkiding a napalm bomb, and
ground battles. Although the starring platoon lGénnemi intimeincludes severaharkis
(Algerians who worked for the French military) tbentral characters are French. Torture is a
key theme of the film, and the main character iBrench humanitarian (Lieutenant Terrien,
played by Benoit Magimel) who is driven to tortatbers through combat. In discussing torture,
| rely on Marnia Lazreg'sTorture and Twilight of Empire From Algiers to Baghdadvhich
provides a well-researched background into thetimaduring the Algerian war, as well as the
military motivation and reasoning. The film senassa psychological portrait of war (a character

who once sympathized with the FLN eventually hadesd tortures its members.) Although
10



L’ennemi intimedepicts the pain and violence of torture with 1&ali it also excuses the French
military by depicting torture as a natural reactitmn guerrilla warfare. Ultimately, the film
portrays the military favorably; French soldierstiioe, but only in revenge for the loss of their

comrades.

The film La trahison based on the autobiographical novel by ClaudesSalescribes
Sales’ service as a lieutenant in Algeria and élisatant decision to accusénarki of conspiring
with the FLN for his murder. Lik&’ennemi intime, La Trahisodemonstrates the ambivalence
of the French military, but the film equally andceptionally depicts the ambivalence harki
soldiers who suffer with contradictory loyaltieslt®ough La Trahison depicts torture less
directly, the interrogation practice surfaces aslhorrent element of the war that prolongs the
decision by Rogue (Vincent Martinez) to report hegki comrade, Taieb (Ahmed Berrhama),
for plotting with the FLN against him. Rogue undangls Taieb’s reasoning, and contrary to the

patriotic portrayal of the military ib’ennemi intimethere is no French uplift.

While the child is a symbolic element &fa Battaglia di Algeri children do not
participate in the Algerian-war films of the 60s @0s and thus appear as a post-2005
development of the genre. As a touchstone of humahie child represents primitive innocence
and fear, and acts as a cathartic device. For eeamp.’ennemi intime the French military
protects an orphaned Algerian boy after the FLNgedunlly murders his village. In this manner,

the narrative represents France as an adoptingtar@lgeria. This treatment of the child in the

11



Algerian-war film is specific to the post-2005 ressance. In Chapter 4 | will analyze two films

starring childrenMichou d’Auber(2007) andCartouches gauloisg2007)°

Although both films take place during the Algeridrar, their locations offer alternate
perspectives of the war and cater to different ggnvlichou d’Auber set in the peaceful
meétropole allows for comedy in a family film, whil€artouches gauloiseproffers a very grim
view of daily life in Algeria during the last week$ French rule. Still, both films utilize children
as innocent and pure witnesses who struggle torstahel the hatred and racism of adults.
AthoughMichou d’Auberis a mainstream comedy-drama filmed in Berry wviitlo of France’s
highest paid actors, an@artouches gauloisesvas filmed in Algeria with a cast of non-
professionals, both films employ the perspective dfewildered child to obtain sympathy and
anger from the audience. Yet despite the commonofigke child, themes of patriotism are
opposed. Mehdi Charef, lseur (a North African living permanently in Francalithor of many
novels and films, depicts his memories of the nettoh before moving to France and
complicates his French film with Algerian influeisce On the other hand, Thomas Gilou co-
wrote and directedlichou d’Auberwith Messaoud Hattou, which is based loosely ortddéd
experience in a French foster home. Both films Whcemiered in the year of Sarkozy’s
election adhere to the French politics of their 8fchou d’Auberdemonstrates Sarkozy’s views
on immigration (relayed by Gérard Noiriel squoi sert I'identité nationalg?as directly as the
accessible film, an@artouches gauloisgzortrays the dual loss of France and Algeria dutire

warfare, despite a celebration in the film’s fin@hutes which recallsa Battaglia di Algeri.

° It should be added that the presumed innocenchilofren is questioned with insinuations that Gestgon is
involved with sending the surveillance videocagsetb his father iCaché.In this manner Haneke subverts the
audience’s faith in the traditional film narratisad its use of children as a symbol of purity.

12



This dissertation approaches the recent Frenchridlg&Var films as a discourse,
investigating how the similarities and contradioBoof the films reveal the national memory of
France in these recent years. Undoubtedly, thélsig studied in this dissertation span a variety
of styles and themes. Yet, each shares an insestamthe memory of the Algerian-war era in the
twenty-first century and resolves to retrospectivanfront the war and its negative effects. In
this way, my corpus demonstrates a weighty debeted®en a critique of France and national

uplift, and not incongruously, between currentdristl findings and past censorship.
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Chapter 1. Algerian-War Torture in 60s cinema:

Le Petit soldatMuriel ou le temps d’'un retouiand La Battaglia di Algeri

La Nouvelle Vaque and the Algerian War

Although many view the New Wave of French cinemaaapost-war phenomenon,
shaped in large part by new access to Americarsfilanned during the Second World War and
technological progress, we should understand theement equally as a development
concurrent with the Algerian War. The movement,nbof cinémathéqueand film criticism,
guestioned form as much as content, resultingnmsfthat confronted the French establishment.
Francois Truffaut's ideological declaration of theteurtheory and a new French cinema, “Une
certaine tendance du cinéma frangais” appeareleirNbvember 1954 issue bés Cahiers du
cinéma Demonstrating the Algerian War’'s simultaneitye tlirst of that same month the FLN
launched attacks against French colonists and kedarmown adla Toussaint Sanglantehe
beginning of what the French government would avat in 1999 term warThough New
Wave directors continued to make films during thee,wihe heart of the movement is frequently
understood as ending in the early 60s—Michel Malams 1963 as the last year of the New
Wave—indicating the movement’s proximity to the &viAccords (July 1, 1962) that represent
for many the conclusion of the Algerian War. Theveroof the December 1962 issue Lads
Cahiers du cinémaictures Jean Seberg &f bout de soufflevith the headline, “La nouvelle
vague : une légende en gquestion.” This end of e gover demonstrates the founding New
Wave magazine relegating the movement’'s pertinéndée past while debating its uncertain

future. As young men served the required 18 mointhise military (which became 27 months in
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April of 1958)° and as many were then recalled for six months @drdted across the
Mediterranean, young directors at home experimemétt narrative form and garnered
international accoladeses événements d’Algérias the war was then called, escalated as the
two most famous New Wave films appeard@0 coups(Nov. 1959) andA bout de soufflé
(1960). At this time, 60,00Barkis or soldats supplétifserved France with over 440,000 French
soldiers in Algeria—seven times the number of sskithere in 1954 The New Wave director,
Alain Resnais emphasized the importance of thelicotd the movement saying in the early 60s,

“on ne peut pas faire de film, en France, san®pde la guerre d'Algérie*?

Sam Di lorio argues that André Bazin’s theory dat@inema (that film and its advances
derive from our mimetic impulses) was one aspect lairger “discourse of ‘truth™ taking place
with lighter cameras, live sound, acéhéma vérité” Furthermore, as Di lorio and Michael
Rothberg prove respectfully in their discussionGifronique d’'un ététhe new insistence on

truth in French cinema cannot be separated fronfilthecommunity’s general discontent with

10 3ean-Charles Jauffre§oldats en Algérie, 1954-1962 : expériences cotétessdes hommes du conting@tdris :

Autrement, 2000) 27.

1 Jauffret, 80.

2 Resnais’ statement actually concerfennée derniére a Marienba&Resnais continues to sdy)'ailleurs je me
demande si I'atmosphére close et étouffanteAdmée derniére a Marienbadke résulte pas de ces contradictions
sur cette guerre qui n’en finit plusimage et Soi58 (1963) found in Rachid BoudjedNaissance du cinéma

algérien (Paris : Maspéro, 1971) : 24.

3 Sam Di lorio, “Total CinemaChronique d’un étéand the End of Bazinian Film Theongtreen: the journal of

Society for Education in Film and Televisi@8.1 (2007): 25-43.
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the military involvement abrodd.In fact, in 1960, many writers, from ti@ahiers du cinéma
and Positif as well as New Wave directors Francois Truffaut ahain Resnais, signed the
Manifeste des 12Imore formally known as thtéclaration sur le droit a I'insoumission dans
la guerre d’Algérie”™ Though the censure always attempted to contraidfrenorals (Roger
Vadim’s Les Liaisons dangereus&gms also banned in 1960), censuring became inagdgsi
political in order to keep the public comprehensafrthe Algerian War minimal and national
sentiment of the French presence abroad favor&btectors resented thia commission de
controlés dictates over their expression, which only iased an anti-war/anti-government
sentiment in their films and encouraged a rebeltivat acclaimed film’s truth-telling powers.
When General De Gaulle returned to presidency 88Xhd formed the fifth Republic of France,
he created a ministry of culture headed by authodrd Malraux. While Malraux certainly
encouraged the New Wave financially by basing govent funding less on box office receipts,
thecommission de controlestricted artistic impulses by banning any pgalaf torture or the
Algerian War in films. Though only three featurendg¢h films about the conflict were made
before the Evian accordkq Belle Vie(1958),Le Petit soldaandTu ne tueras pointl960), all

debuting after the war ended and the censure Wad)li eight short films made in France about

 Michael Rothberg, “The Work of testimony in the arfelecolonizationChronicle d’un étécinéma véritéand
the emergence of the holocaaatvivor,” PMLA 119.5 (2004): 1231-46.
 The declaration appeared in the leftist maga¥i@sté-Liberté The document specifically denounces the

use of torture in Algeria.
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the Algerian War that were banned, screened in ngnoiend spaces via the circuit oihéma

parallel.*®

Furthermore, some filmmakers who did not address whar directly, made indirect
allusions to the conflict. In fact, Resnais statkdt Nuit et brouillard (1954) which largely
photographs concentration camps from the Holocauatns France about the Algerian War.
Jean Dewever, the director bés Honneurs de la guerrgnade in 1960) claims the story of
soldiers objecting during World War Il pertainsth@ Algerian conflict—this allusion, not subtle
enough, caused ttmmission de control® ban it until 1962’ Subjects discuss the Algerian
War in Chronique d’un étéa documentary collaboration between Jean RoudtEdgar Morin,
but after editing, only a befuddled dialogue rersambscuring any anti-Algerian War sentiment.
If the flmmakers avoided banning through self-a@imgy, they were successfi@hronique d’un

étéwas the first French film screened publicly todmo the conflict.

18 5.8 2-B.(Guy Chalon,1959), S.P. 89098(Philippe Durand, 1959),e retour.(Daniel Goldenberg, 1961):ai

huit ans. (René Vautier, Olga Baidar-Poliakoff, Yann LeMagsb961),Parfois le dimanche(Ado Kyro, 1961),
Demain I'amour(Dir. Paul Carpita, 1962)Fille de la route.(Louis Terme, 1962).a quill. (Jean Herman, 1962),
27 mois apréqJean-Claude Bourlat, 1963). Although the filmmakgublished their manifesto a few years after the
war, it does say, “L’Algérie ou I'avortement ...autate sujets qui heurtaient le conformisme béabatre lesquels
veille la Censure, la censure du pouvoir commeefesare de l'argent...Les Resnais, les Marker, leaititara et
autres cinéastes courageux doivent pour voir lélms distribués, choisir 'ambiguité. Leurs se@®tintentions
n'ont, c’est le moins que I'on puisse en dire, amecohance d’étre comprises par le public.Erancis Courtade,es
Maledictions du Cinéma Franca{Paris: Editions Alain Moreau, 1978) 262.

7 Courtade, 266.
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After the Evian Accords, we find more cinematic egsion of the war and trauma:Lla
Joli mai (1966) Chris Marker’s more political take &@hronique d’'un étéhe asks veterans how
they understand Algeria in 1962, exposing the aet®rand the general population’s disinterest.
Cléo de 5 a 11962) and_es Parapluies de Cherbou(@964) primarily reference the war from
France, yet it is still a life-threatening expederthat hinders love relationships (Demy states in
Jacquot de Nanted991) that_es Parapluiess about the after effects of the war). Although th
director, Robert Enrico, was not part of the Newwa/ehis black and white film made on a low-
budget and without a studio, demonstrates the Newe/g influence. Made in 1959 and banned
until 1962, La Belle Vieis the first film in which an Algerian War veterasuffers from
flashbacks. Directly after the veteran’s audialsiilbacks, documentary footage of warfare,
and/or riots appear, predatihg Bataglia di Algeris mix of documentary style within a fiction
film. Unfortunately, due to cuts made by the ceasthiese scenes only disrupt the narrative, and

like the round table discussion of the Algerian We€hronique d’un étéperplex the viewel’

The New Wave, a movement of the late 50s and &ty cannot be extracted from a
France struggling to keep its empire. An atmosphafrecensorship and denial, in which
underground organizations fought against censoismipfor Algerian independence, is the same
environment that created such curious, experimengatative films. In a more careful probing
of the epoch’s content, allusions to the Algeriaar\&fre less rare than commonly suspected. The

New Wave’s interrogation of form poses still deep@iestions about expectations and trust

8 hope in the future to research the film and talfevidence of the director’s intention, as wellreferences to

these scenes of demonstrations in wigiehdarmesre seen storming tmaétra
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running parallel a deceitful government’s attengthide a war abroad. Of the films about the
Algerian War,Le Petit soldaandMuriel are the most successful, commercially in a retreac
sense (perhaps due to the directensteur status), as well as critically. Yet both films dot
directly confront their primary subject matter. Vharesent the war, but from Switzerland and
France respectively. FurthermorBluriel demonstrates the effects of a soldier's traumatic
experience rather than warfare. Yet, both Godadl Resnais do question the torture practice
widely rumored by the left press. As these filme #re first in French cinema to discuss the
torture taking place during the Algerian War, thaudy is imperative in situating the post-2005
films made after the twenty-first century revelatiof torture. Made, or conceived Muriel’s
case, at the height of the French censure, batfs fdlomment on censorship while inciting it. As
these two French films discussed French militarytute techniques years before Gillo
Pontecorvo’sLa Battaglia di Algeri an analysis of their approach to the Algerian il
introduce and contextualize Pontecorvo’s film adlwe the French reception of the Italian-

Algerian production.
Le Petit soldat

“La photographie, c’est la vérité, et le cinémast'24 fois la vérité par seconde,”

The above, often cited Godard aphorism is actuidifiiogue fromLe Petit soldatBruno
(Michel Subor), the protagonist, makes the staténasnhe snaps shots of Veronica (Anna
Karina), an attractive young woman he has recan#y However, if considering the historical
circumstances of French filmmakers in 1959, theodpm represents much more than a
flirtatious show of wit. On closer inspection, te@atement encapsulates the Bazinian theory of

total cinema already mentioned, but doubly defig® tcensure. The SCASérvice
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Cinématographique de I'Armgerovided nearly every image of Algeria in Frenctedia,
selecting shots and footage that encouraged thé& wiytpacification. On television and in
newsreels by the SCA, happy soldiers provide faatltgealthcare to indigenous people, children
in particular. Additionallyla Commission de Controleelped to ensure naive public support by
banning any media that questioned or exposed thlenge of French involvement (eventually
public support waned due to contrary reports fraaterans as well as efforts by underground
organizations). Cinema’s relationship to truth basays been complicated in Godard’s ceuvre,
as amise-en-abymeften reveals the process of illusion in cinembgther characters speak to
the cameraA bout de soufflddne Femme est une femete.) or there is a shot of a cameta (
Mépris), Godard surprises the public by exchanging wtet tome to symbolize reality, for
reality itself. Here, by claiming cinema’s truthlltey power in a film about Algerian-War
espionage and torture, Godard advertises his ptodumd fully aware of his inflammatory
subject matter, dares the censtirin Le Petit soldat Godard depicts supporters for Algerian
Independence and advocates of French imperialiseqgaal alternatives with torture as their
commonality. Simply acknowledging the conflict abdoand the resulting violence in Europe,
reveals the actuality of the Algerian War to thélpu The discussion of torture, utterly banned,

is another attempt at proving cinema’s powers.

¥ Although unrelated to the Algerian War, Godard paglviously conceded to a censure of a shot of &keasi
Eisenhower and President De Gaulle on the Chamys®€&lin his first full-length pictur& bout de soufflelhe
Comission, “a toujours considéré comme a tout lemmopportune, la représentation, dans un filenclefs
d’Etat et de chefs de gouvernement en fonctionéleie Liogier, « 1960 ; vue d’Espagne, la nouvedigue est

fasciste, »1895 : Bulletin de I'Association francaise de reathe sur I'histoire du cinéma6é (1998) : 147.
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Unfortunately, the censure bannsel Petit soldauntil after the Evian Accords, post-
dating the aphorism, and displacing it from itggoral, historical context. When French movie
theaters finally screenda Petit soldgtthe public’s enthusiasm for Godard, strong aftdrout
de soufflehad declined. This, compounded with their distéstédnis second film’s dark political
subject matter, left film critics like Gérard LegrhofPositif with negative assessments of the
film and theauteurs oeuvre: Le Petit soldatce n’est déja plue mépris(reference to another

work Godard was filming that Legrand earlier disseis), c’estennui ...”*

Exploring Le Petit soldds political message, | will first study Godard’'seauof thefilm
noir genre to portray a contemporary war, a mannerwghimg on the duplicity of the warfare,
while remaining ambiguous. Next, | will investigdtee torture sequences, including a missing
one, while speculating as to why Godard vacilldiesveen relaying and concealing specific
information. Finally, | will explore the film’s tr@sgressions by comparing Godard’s comments
on Soviet films in “Pour un cinéma politique” witths second feature film. Ultimately, this study
of the Le Petit soldds genre and torture sequence, as well asatfteurs text on political

cinema, establishe Petit soldats Godard’s subversion of the political film.

Film noir

Godard’s first feature-length filmPA bout de soufflenimics and parodies aspectsfiirin
noir (a femme-fatale and a damned love triangle) anorimé Godard’s use of black-and-white
film; howeverfilm noir plays a more austere role in the mood and plotgtre ofhis second

film, Le Petit soldatGodard was a huge fan of the genre, and everatedA bout de souffle

20 Gérard Legrand,l’e Petit Soldat Postif 53 (1963): 90.
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to Monogram Pictures, the studio that produfikead noir B-movies such aBillinger (1945) and

The Gangste(1947) How fitting that Godard would be obsessed witlearg that represents the
reverse of the controlled optimism of classical lidgbod films—a style that he openly
dismissed. With numerous organizations fightingretie for their factions, and wide spread
confusion about the military presence due to a plmveensure, the Algerian War provided

Godard with an ideal backdrop for an intrigue opliity.

In fact, Godard’s second feature perfectly adh&veshat is outlined as the typicalim

noir plot. As James Damico describes it:

Either he is fated to do so or by chance, or becdégshas been hired for a job
specifically associated with her, a man whose e&pee in life has left him
sanguine and often bitter meets a not-innocent woofhgimilar outlook to whom

he is sexually and fatally attract&d.

In Le Petit soldatsuch a protagonist is Bruno Forestier (Michel Sybardeserter from the
Algerian War, who introduces himself to the audi&nas “sans idéaf? In spite of lacking ideals,

Bruno works for a French organization similar te BAS (Organisation de I'Armée Secréte)

* James Damico,Film Noir : A Modest Proposal,” (1979), Alan Silver and Jarbsini Ed.,The Film Noir
Reader(New Jersey: Limelight Editions, 2006)103.

> The Algerian-war hersans idéalseturns once again as Thomas Vlassenroot (Alalorén L'insoumis(1964)
by Alain Cavalier. Thomas, from Luxembourg, des#resForeign Legion but is promised money in exgesfor
kidnapping an Algerian nationalist. Similar in stiime toLe petit soldatThomas falls in love with his enemy.
However, unlike_e petit soldatthe protagonist df'insoumisbecomes politicized by his love, and ends defendin

Algerian independence in a fight with another OA&wmber, injuries from which cause his death.
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that kills figures associated with the Algerian épendence movemefitWhen Bruno meets
Veronica Dreyer (Anna Karina), whom he believesksdor France, he falls in love at first sight.
By the time he discovers that she spies for the ,RLN too late. Several FLN members capture
and then imprison him in their apartment, wheregy tioeture him for an important phone number.
Bruno refuses to give the information, admittingaivoice-over that he does not know why he
cannot give the number (he is stilans ideal”). After contemplating suicide, Brunscapes

through a bathroom window. When he finds Verongaimthey plan their escape to Brazil.

Le Petit soldatontinues to follow the climax and conclusion dfpgical film noir. When
Bruno leaves to murder Palivoda, a pro-Independgmoéessor, the French men, who know
Veronica works for the FLN, kidnap her from her @peent. Therefore, like flm noir in which
the protagonist kills the man to whom the womaratteched and causes “...the sometimes
metaphoric, but usually literal destruction of thkeman,” Bruno allows Veronica’s murder when
he leaves to murder Palivoda; as a small femakejsincapable of defending herself from the
men of the imperialist organization. We see Veranattempt to flee the men’s grasp while
Bruno’s voice-over tells us that he later learrteel Erench men tortured and killed her. The film

then ends abruptl/

Although there are other newir films from New Wave directors (most obviously
Claude Chabrol), as well productions made in treB0dy Heat(1981) Dir. Lawrence Kasdan),

the time period originally associated wiitm noir is post-war. Traditionallyfilm noir depicts

* The dialogue never reveals the name of the orgamizat is likely that Godard chose to make thgaization
nameless in order to keep the film a more genéatdiment about warfare.

** Damico, 103.
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the isolation and disillusionment proceeding wangd aften the predicament of the newly
returned veteran. Godard transposes “the confuan, anxiety, and paranoia that existed at a
specific moment in American Histor§”to a similar wide spread mood existing in 1960nEea
caused by a misunderstood war abroad. Furtherntiooeigh Bruno fails to discuss his war
experience, he introduces himself to the audiesce @eserter, essentially a veteran, who due to

his illegal status has difficulty reintegratingarthe French economy.

Although we hear dialogue between various chara@ad the protagonist, his voice-
over commenting on events in the past tense runsghout the narrative. In fact, Michel Marie
describes the film as a “journal intime en voixei¢ure.” By using the voice-over, Godard pays
hommage to Robert Bresson, who used the same tgeehimi several of his films includingin
prisonnier condamné a moeriandPickpocket(voted by Godard as the best film of 1958hile
simultaneously referencinfiim noir. In both the Bresson films and film noir, this interior
dialogue demonstrates an existentialist bent thrahg self-questioning of the non-committed

protagonists.

It was much easier to comment on the dissimulatiaring the Algerian War in a genre
known to expose corruption and immorality thanit@amcially and technically orchestrate battles
in a war film. Neenoir was not only appropriate because of the publissoaiations with the
genre, but also because it was cheap, a requireofighte post-war, B-film, industry and the
New Wave. Clean apartments, outdoor shots of fadirtenent/hotel buildings, and scenes in
parks and parking lots, were inexpensive and eafiim. Although Godard originally wanted to

film in France, the CNC (Centre Nationale de Cintogeaphie) denied the crew a permit

2 Silver, 275.

24



because of the subject mattéSwitzerland was a backup location. Nevertheldss, setting,

outside of France and far from Algeria, augmenesfilin’s stylistic distance, a distinction that
pertains to the director as well, a Swiss citizéarthermore, the action occurring in a country
known for its neutrality and considered pacifist pdvasizes the film's absurdity and
contradictions. In fact, although we assume theradtars fight for and against Algerian
independence, any actions that might be occurrmdNorth Africa seem irrelevant to the
mirroring of the FLN and the French imperialist @ngzation in Geneva parks and modern

buildings.

In one scene, Bruno lies with Veronica in bed as damera pans photos on the wall,
whose images might also illustrate Bruno’'s thoughtge see military units in Panama,
Alexandria, and the Soviet Union, as well as pesuof Brigitte Bardot, a Bulgarian couple in
traditional costumes and a car burning in Parise Broad geographical span of the photos
universalizes war and violence, but despite theipeehistorical basis of the narrative, there is no
image of the Algerian War. Furthermore, the chamctlo not discuss any dates, legislation, or
death tolls, keeping the specificity of the waregidr to the general philosophical query. Allying
himself with a broader critique of warfare Godamids “ll aurait pu aussi bien s’agir de

Hongrais continuant & lutter sur terrain-neutfefowever, despite the scarcity of Algeria in the

*® Richard BrodyEverything is Cinema : The Working Life of Jean-Gadard( New York: Metropolitan, 2008)

85.

%7 Libération, April 26,1960. Found in : “Infortunes de la lib&? Positif 36 (1960): 63.

This statement mirrors Michael Haneke's in a dismsofCaché(see Chapter 2), which he claims could have been
filmed in various countries. Interestingly, thougth Haneke and Godard are often considered Frdinettors
because of their choice of French productions, Hreyforeign, born in Austria and Switzerland respely.
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film’'s dialogue, the radio playing behind the cleiess sometimes mentions events abroad.
Much like the radio playing in the taxi €fléo de 5 a /the news events contextualize the self-
centered characters and the plots, reminding #weern of the larger historical significance of the
Algerian War. These sounds are in the backgrouddah always fully audible, but the presence
of radios in the car, at Veronica’s, and later fh&l apartment, suggest a larger awareness of the

Algerian War.

It is not irrelevant that the action be Petit soldabegins on April 3, 1958, and ends a
month later. On this day, military personnel asstea with the OAS attempted a coup d’état on
the government of Algeria, and weeks later ChalkesGaulle returned to presidency to restore
order. Godard’s use dilm noir thus comments on the French politics of the éra,secrecy of
government, the OAS, as well as therteurs de valisavorking for the FLN. As Bruno and
Veronica shuffle and are shuffled between the Flod the French imperialist organization, a
France in confusion and denial of its falling erepgmerges, a screen mood not dissimilar to

post-war America.

Torture and_a Question

Exposingthe director’s interest in the racialized scenacimaracters called “Algerians,”
who torture, reappear in Godard’s 1965 featrerrot le fou.ln Pierrot, they seek Ferdinand’s

Jean-Paul Belmondo) girlfriend, Marianne Renoinifa Karina 8 However, while Ferdinand
( g

*® After one man ties a red dress around Ferdinamd's, fhe then pours water over his head. Althouglatiurers

in Pierrot le foudo not seem to be fighting in revenge of the wad, though only one, a little person, appears to be
Arab, Godard’s interest in bathroom torture scenest probably derives from his knowledge of thenEtrepractice
during the Algerian war.
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of Pierrot le fou confesses his girlfriend’s whereabouts after anbApaurs water over his
wrapped head twice, Bruno @& Petit soldatproves stubborn and stoic, even when lacking a
reason to remain mute. In this way, Bruno diffexenf Ferdinand; he reflects on torture and
appears determined to oppose its effectivenesacin Bruno’s fortitude closely resembles the
narrator/author ofLa Question(1958), who also refuses to give information intepof

excruciating waterboarding, shocks, and even “trdthgs.

The journal/essay by Henri Alleg (Alleg was Henalén’s pen name amibm de guerre
sold over 60,000 copies in its first two weeks, ais then banned and confiscated. However,
the censure only increased the book’s popularggndPaul Sartre wrote a reviewlias Temps
Modernesand signed a petition against its banning to thesident with other well-known
authors, André Malraux, Roger Martin du Gard, amdnEois Mauriac. By the end of 1958,
162,000 French homes owned copiesLaf Questionwhile the press had made the book’s
scandal popular knowledg@In this way, Alleg’s diary of torture made the fiolaware of the
French military’s brutality in Algeria and ignitethe anti-war movement. By placing this
contemporary controversy ire Petit soldat Godard doubly confronts the censure of the book

and of cinema.

In fact, the torture victim’s silence is not thelyomotif from La Questionin Le Petit
soldat. The narrational style of the film also recdlls Questionthe voice over that pays tribute
to thefilm noir genre discussed earlier also references Alleg’& bduch is a first-hand account.
Furthermore, while the FLN certainly tortured theerich, the specific techniques that Godard

films are recorded practices of the paratroopemndoin La Question After Bruno refuses to

L ewis Nichols, "In and Out of Books"New York Times25 Jan 1959: BRS.
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give the FLN members the phone number he asks-c&giue vous allez me torturer?”
expecting what ensues. We see Bruno handcuffedhaobathtub, in a white undershirt and
boxers. Though he is not forced to strip completdyAlleg was, procedures typical to French
interrogation follow, threatening the prisoner wéltlame and waterboarding. One should note
that theparasin Alleg’s book torture with much more brutalityte narration ot.e Petit soldat
tells us that the torturers do not want to leavieaae. Furthermore, thgaras of La Question
continue to humiliate the narrator sexuallyLie Petit soldatthe torturer waves a lighter flame
at Bruno’s wrists, inLa Questionthe para holds a torch and threatens the narrator’s perds an
nipples®® The waterboarding sequence is also less brutiikeuAlleg of La Question Bruno of

Le Petit soldatis not tied to a board, which would have been nedily difficult in the
apartment’s small bathroom. Nevertheless, the tersudo wrap cloth tightly over Bruno’s face
before they force his head under the bathtub faaseinLa Questionthe torture victim briefly
loses consciousness after waterboarding. Therefdtleough Godard dared the censure and
made allusions to the popular essay, he did n&atejpe cruelty to its logical extent. Despite the
similarity of Le Petit soldds torture sequence to Alleg’s harrowing accounta Question

Godard portrays a lighter, softer version of thentent.

Interviews reveal that Godard actually forced adwichel Subor to undergo such
physical pain for realism. Perhaps this explainy thte actor is not sexually demeaned, or tied to
a board; Godard may not have wanted to humiliateatttor and or be accused of homosexual

tendencies. Yet despite the water torture takiageglthe actor remains collected, never crying

** Henri Alleg, La Question(Paris : Editions de Minuit, 1961) : 42.
“Je vis Lorca qui alluminait lentement une torcleepdpier a la hauteur de mes yeux. |l se relet@uet. coup je

sentis la flamme sur le sexe et sur les jambeg,ldsipoils s’enflammeérent en grésillant.”
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and rarely gasping. Again Godard chose a lessasgiace of brutality; in_e Petit soldathe
FLN shock Bruno’s feet, rather than his sex orgampracticed in.a Questior—this was much
less painful considering the wire was also powérga real electric currerit.Yet similar to the
book, Bruno maintains his silence while being sleackin this way, as in Alleg’s book, the
torture victim refuses to speak, even though Henese ensures morgéancesAlleg writes,
“Dans l'abrutissement ou les coups et les tortan&sraient plongé, une seule idée restait claire
pour moi: ne rien leur dire, ne les aider en rigm.n’ouvris plus la bouché”However in the
torture sequence (roughly 3.5 minutes) lad Petit soldat Bruno’'s voice-over denies any
particular reason for not giving the number, wheraastrong belief in Algerian independence
inspires Alleg. Thus, Godard places the principal pf La Questiorat the center of his film, but
uses Marxist aesthetics to distance the viewer fiBsomo, unlike the emotional plight of Alleg
in La Questionwhich considerably affects the reader. Bruno lyare&cts to physical pain, and

continues to lack a reason for not disclosing ttiermation, thus we feel little or no concéfh.

Yet, while Le Petit soldatllustrates Alleg’s essay, the film alters the rolietorturer—

though the victim remains French (Henri Alleg/BrulRorestier) the torturer in the film is not.

*! Henri Alleg, La Question(Paris : Les Editions de Minuit, 1961) : 33.

« Toujours souriant au-dessus de moi, Jacquet ihlaranché la pince au sexe. »

32 Alleg, 62.

** Nevertheless, Bruno explains that by thinking ofdrgca and the countryside, he controls his desirecream
and cry. In this way, the memory of Veronica and tlesire to be with her invoked by the voiceovanathize
with Bruno and instill a love motif in the otherwidetached film, a motif consistent with tfin-noir genre

invoked.
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Verifying Godard’s familiarity withLa Question the Arab torturer reads a section of the book
out loud to Bruno (which is actually Godard himseal$ the film was dubbed) as Bruno says to
“m’indoctriner” (Alleg also reports to have had etlectual, political conversations with his
torturers in betweeséanceg By making the torturer Algerian, and the reafmmnot speaking
irrelevant and unapparent, the reenactment of theety serious exposition of French military

interrogation touches on parody and satire.

Furthermore, the FLN’s technique, similar evenesd violent than the French practice,
suggests their equality in viciousness. Physictily make-up of the FLN and the OAS in the
film is nearly identical; both torture teams cohgiftwo men, and although Bruno refers to the
FLN members as Arabs, they wear no dress thatrailifiothers them (Images 1 and 2) (In fact,
the torturer referred to as Arab is actually Hurd)** In this way, the OAS (or its cinematic
equivalent) and the FLN can be likened to two opgp$eams attempting to win a game of
information. Both “teams” utilize torture and Lerguiotations as equipment. Their resemblance
in techniques and appearance legitimizes Bruno’diaatence and follows an absurdist,
philosophical critique, in whicha Questionserves as the axis. In this way Godard unravels th
political precision of Henri Alleg’s text in hisreématic version; because the torturer is Arab, the
exposition concerning the French policy abroadipiédes, and because the torture victim lacks
ideals, his silence appears narcissistic and sedining. Yet, the torture sequence
communicates a statement that extends beyond tperiah War; Godard presents torture as a

universal weapon of warfare, which is senselesgdbyition.

% LaszI6 Szabd is the Hungarian actor who playsigerian terrorist irLe Petit Soldat.Although, there are also
Algerian torturers irPierrot le foy Szabo only appears briefly as himself in thismfisaying his name and calling

himself a student in exile. The AlgerianRierrot le fouis Jimmy Karoubi.
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The Missing Torture Seguence

Although the film explains that both the Frenchtwamd the FLN torture, the depiction of
their torturing is not commensurate. The film extsiithe FLN torturing at length, but only
visually suggests the French torturing. We seeRtench team grasp both sides of Veronica
when she attempts to flee (Image 3). A shot shav$hbndcuffed in a car to explain her arrival
at a Geneva park. In a long shot outdoors, shggs in vain to run from one of the French
men. (Image 4) Therefore, though the film only depthe FLN torturing, the French carry equal
blame because they shoot Veronica, whereas Bruwapes. Although Richard Brody finds that
Godard evaded scenes of the French torturing tad asemsorship, | find this unlikely. In 1960
addressing the Algerian War in any form would gatga banning. However, the film would
certainly have been more controversial in Frand@ef French were pictured committing these
acts, acts which no fiction or documentary film-pee Battaglia di Algeriportrays. Of course

Godard’s response to why he only pictured the Fuftuting counters such logic:

Why did | show a scene of torture by the FLN? Beeaat that time, the opposite
would have been too easy: at that moment, the FaBl more sympathetic and it
was more meaningful for my treatment of tortureshow them using torture and

to leave only the suggestion that the French dsanes®

Although whether the general French population timped with the FLN is debatable, it is
clear from Godard’s statement as well as other ghecuation that his immediate circle was

beginning to drift towards the left cause. Howewsen if the image of European men torturing

* Les Lettres Francaisedan. 31, 196%und inBrody, 100. | am currently unable to find the omigiinterview in

French.
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a small attractive female would be easy to filmg #exual overtones inherent in two men
dominating a female in any such hypothetical sogpald distract from thd.e Petit soldds

larger statement about torture as a common anccaessful method. Thus, we cannot argue the
film’s bias in depictions of torture; though we prslee the FLN torturing, the death of Veronica,

and the possible misinterpretation of the Frenctutmg her oppose any imperialist sentiment.

Sans idéal, a bias?

In this web of general anti-war sentiment, the emboof “idéal” and the protagonist
without an “idéal” beg a more precise question aldenench involvement. When Bruno asks
Veronica why she began working for the FLN she sé&@e toute facon jai trouvé que les
Francais ont tort et les autres ont un idéal. Nass les Francais. Il faut avoir un idéal, c’ess tre
important. Contre les Allemands, les Francais antaia idéal. Contre les Algériens, ils n'ont pas.
lls perdront la guerre.” This statement is onehaf tew directly addressing the war, and by far
the most judgmental towards France. Veronica’s @mpn of the Algerian War to World War
Il historicizes France’s position and implies therrent war's lesser moral stanteln this
moment, the thus far even-handed, anti-terroridm,deems to reveal Godard’s true bias against
French-Algeria. However, Bruno’s further delibeoatiagainst Arabs that he dislikes because he
associates them with “les déserts, la mer Méditaré, et Camus” and love of France because

of French 18 century poet, Du Bellay, counters Veronica’s poesi statement with nationalism.

Furthermore, Veronica’s defense of ideals is furtt@vngraded by the film’s preference

for the male anti-hero “sans ideal,” who makes poative statements about women'’s inferiority

** This comparison of the Algerian War lacking moralise and the “great” war is also found in post-216%,

which will be discussed at length in my analysid$/win colonel(Chapter 2).
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while he serves as our narrator (“J'aime faire jgex d’enfants avec les femmes. Elles aiment
¢a,”) and when speaking of their appearance (“Xa#is que les femmes meurent a 25 ans.”)
Bruno’s point of view dominates most obviously is@ne where Bruno photographs Veronica;
Bruno orders her to move in certain ways, which sitently obeys, while he shoots her though
she does refuse to pose showering. This masculavepwint is another aspect of thiem noir
genre incorporated by Godard that we find in numerblew Wave films. Genevieve Sellier
calls this masculinity masochist, and believes thagpresents a crisis in male representation.

She writes:

Si le masochisme masculin, comme le montre Franiknile & propos du film noir
hollywoodien des années 40, témoigne d’'un momentlid@nction entre les
possibilités de représentation d'une image perdnrde masculinité et les
codifications culturelles traditionelles de I'idaéatmasculine, c'est-a-dire d’'une
crise dans la culture et la société patriarcalessinéma de la Nouvelle Vague
peut étre lu aussi comme I'élaboration d’'un monumtrise, et le culte que les

jeunes cinéastes francais vouent au film noir pedars un sens nouveal.

In this way Bruno Forestier’s objectification oktifiemale sex works in conjunction with
the larger film to pay tribute thim noir, and by doing so exposes a contemporary Frenca mal
crisis adjusting to women in positions of power (wem finally won the vote in France in 1944,
in large part due to their employment during theddel World War). Forestier's comments, the

camera’s investment in his point of view augmerigedhis narration, relegate Veronica primarily

*” Geneviéve Sellier, “La Nouvelle Vague: un cinéma premiére personne du masculin singulidrjs»24 (1997):

79-80.

33



to a secondary role as a love interest and a figliteeauty. Despite Veronica’s lesser female
status, Godard accredits her role with importaateshents about the Algerian War that counter
Bruno’s opinions. While her primary importance is the object of the protagonist’'s (and

camera’s) desire, her words maintain the film’stpal ambiguity.

Interviews with the auteur, notorious for seditiaiatements, are as duplicitouslas
Petit soldat Godard denied the film expresses any particutditigal point of view concerning
the Algerian War saying, “On y parle de politiqueais il n’est pas orienté dans le sens d’'une
politique.”®® On the other hand, in an interview wifParis-Presse,Godard calls the film
“Gaulliste,” and reminds th@ressethat it is the FLN not the French we witness tong in

detail.*®

Godard and the New Wave generally held a righigwneputation at the time,
encouraged by the Godard family’s Vichy ties aslwasl by their producer at large, Georges
Beauregard, who was once a Vichy government empldyerther labeling Godard right-wing,
is the fact that he befriended fascist critic JBamvulesco, whose name appeard\ibout de
souffle? Despite a ground-breaking style, the films weresiered apolitical, because of their
more intimate subject matter. Making Godard’s praeidt position more elusive, Godard did

not signle Manifeste des 12hlthough several oth&ahiers du cinémavriters (and directors)

did—in retrospect, this may have been a savvy aetign Godard’s part to avoid expatriation,

% Jean-Luc Godard, “Entretien3odard par Godard : Les années Kariffaris: Flammarion, 1985) 34.

% « Sin embargo, creaia haber hecho un film gaullistdabla J.L. Godard, director te Petit Soldatprohibido
por la censura francesca. » p.13-14 traduction ditinle de Paul Giannoli daaris-Pressdound in : Liogier,
144.

*“ Positif says that the protagonistfbout de Soufflis “de ceux qui écrivent ‘mort aux juifs!” dansleouloirs du
métro en faisant les fautes d’orthographe.” Louigusn,Positif 33(1960): 49.
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as he was a Swiss citizen. Ultimately, Godard’test@nts and political behavior upon the film’s

release mirror the contradictory nature of the filself.

War and Propaganda Films

A film noir set during the contemporary Algerian War was gpodpinity to paint both
sides as equally corrupt and cruel, and rejectatger war-film genre. Godard, who wrote for
Les Cahiers du Cinémbefore directing, was knowledgeable in Soviet pgapala as well as
World War Il pictures. In fact, Godard speaks falay of the skilled manipulation of the public
in his article “Pour un cinéma politique” (1952), which he review§he Young Guar@1948
Dir. Sergei Gerasimov) and compares Soviet and Riazs. Though Godard’s article speaks
admirably of the power of these images and youngrache views the actors’ spell over the
audience with cynisim. He writes, “l'acteur retreunfailliblement ce qu’il fut d’abord, le
prétre,” and later, “I'acteur soviétique interpréten rbéle (son personnage de classe) de deux
facons: soit comme saint, soit comme héfdsGodard both esteems such manipulation and
discounts it. In subsequent years he realizedftinatoir proffered the tools to reverse such a

formula.

By invokingfilm noir, Godard accesses the anti-hero, an importaniofr#iite genre. Like
Michel Poiccard ofA bout de souffleBruno Forestier is ego-centric and selfish, andble to
navigate through the web of themme fatalé® In this way both protagonists are an exercise in

the antihero. More importantly, Bruno with a brauglivoice over, is too ambivalent to be

*! Jean-Luc Godardzodard par GodardLes années Cahie(Paris : Flammarion, 1993) 46.
*> A discussion ofAlphaville (1965), in which Godard combines sci-fi and filmimés beyond the breadth of this
dissertation, as it does not discuss Algeria, erAlgerian War.
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considered a national idol; a man who introducesshkif to the audience as lacking ideals is
incapable of serving the role of a priest, sainthero. Instead Bruno appeasnuyéand self-
interested, not unlike the Antoine Roquentin, thetggonist ofLa Nauséé® Furthermorele
Petit soldatwith its tight shots and small cast, appears tthieeparadox of the Soviet and Nazi
films Godard cites with large orchestrated crowdnss [van the terrible, The Young Guard,
Rio EscondidpHitlerjunge Quex Leni Riefenstahl films). Provinge Petit soldat intentional
contrasts to Soviet films, Godard said after itenpiere, “ je ne prends pas de position pour
quelqu’'un et (que) le sujet n'est pas ‘orienté’adanmaniére des films russe¥.Thus Godard
defies the definition of the political film that hguotations in his article from Georges Sorel:
“une organisation d’'images capable d’évoquer ictrement les sentiments qui correspondent
aux manifestations de la guerre engagée...contr@di&té moderne® In fact, the Marxist
aesthetics oLe Petit soldatthe flat characters, the similar nature of tedr land team OAS,
the setting distant from the war in plain apartreeddter affect and block any opinion of the war
based on the film. To this exterte Petit soldatis as apolitical as Godard claims. However,
because the film refuses a political positiongjects the concepts of ideology and nationalism
upon which war is built. This ultimately rendets Petit soldatradical. Set during a

contemporary war, the film was ripe with opportiestfor nationalist uplift, and it is precisely

3 “Despite the distance Godard kept from Sartre, ifmies of existentialism appear in his first filas a
Malrauxian quest for personal morality.” Mauri Ykétola, “The Philosophical Foundations of the filmork of
Jean-Luc Godard.” Sam Inken edllediapolis: Aspects of Texts, Hyper-texts, and hatlial Communication

(Berlin; De Gruyter, 1999) 149.

* “Infortunes de la liberté Positif 36 (1960): 62.

* Godard par Godard: Les années Cahijets.
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these prospects that Godard displays and thennblat@fuses. Any simple questioning of the
war was a radical endeavor in 1960. Richard Braglyconservative when stating, “...by
implicating France in a dirty war to which it haduwer admittedLe Petit soldatwas an act of

defiance that belonged naturally to the I&ft.”

Muriel ou le temps d’un retour

Although Alain Resnais conceived bfuriel during the war, the film’s primary subject
matter, a soldier's post-trauma upon returning tanEe, appeared appropriately timed for its
post Algerian-war releasalhile the film was not a box-office success, catstudied its form
and style, even when avoiding the feature’s prinflgerian-war subject matter. In a 1963 issue
of Cinéma Pierre Billard appears confused on how to addtes$im, “La premiére réaction est
une réaction de perplexitd”Even in 1976 wherLes Cahiers de la Cinémathéqdevoted 8
pages to a retrospective of the film, the debatirtics appear more interested in discussing the
film's style and a subplot about World War 1l (tlecond World War emerged as a popular
subject in France during the 738 Marcel Oms denies the film’s treatment of the Aige War:

“Je vois dans Bernard une projection du problemeCdgrol (the screenwriter dfluriel who
was a concentration camp survivor) beaucoup pleaslgyprobleme d’Algérie.” Although, there

are many references to the Second World War, tiesato the film’s primary historical subject

*® Brody, 99.

* Pierre Billard. Muriel (article d’ensemble et débatlCinéma80 (1963) : 34.

* Although emotional and physical damage due to étersd World War is an important aspechMafriel that links
to the central Algerian-war post-trauma, | hakiesen to primarily address the film as it pertamthe Algerian
war and my larger corpus in this dissertation.
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matter, the impact of torture on the veteran. Thécs in this issue still refuséuriel’s
confrontation thirteen years after its debut—int fane critic, José Baldizzone, even suggests

that the abuse of an Algerian woman during the warfilm’s titled subject, is perhaps a ffe.

As already mentioned, Chris Marker suggests tleraes’ denial of the Algerian War in
Le Joli mai(filmed in 1962 released in 1966), while Roberti€wis effort,La Belle vie made in
1958 and banned until 1963)vokes a veteran’s post-trauma through audialhbasks.
However, the censor’s cuts taa Belle viemake the author’s original intent unintelligible,
leavingMuriel as the only film from the era to depict the effemftsorture on the French veteran.
In fact, the most successful Algerian-War filmsnfréhe 1970sAvoir 20 ans dans les Auresd
R.A.S. follow the trend begun bya Battaglia di Alger; filming a battle narrative in North
Africa. These films do not discuss the soldierdficlilty upon returning to France, thhduriel
ou le temps d’un retous the first fiction film to specifically addredise psychological effects of
torture in the Algerian War after the fact, a larmdknthat was not revisited. Although we do see
fictional French film soldiers regret actions agdidlgerians in the twenty-first century (see
Mon Colonelin Chapter 2 and’Ennemi intimein Chapter 3), we do not see these soldiers

struggle as veterans to reintegrate in France.

To better understand the place Miiriel ou le temps d’un retoun the larger French
cinematic Algerian-War discourse, we will first lo@at Resnais’ préduriel ceuvre and its
emphasis on screen-writing. Tineise-en-scénef Muriel is an interface of past and present.

Consequently I will discuss how this setting reskmlits main characters and how the editing

9 0ms says, 8ernard s’est peut-étiaventé un passé en Algerie. » Marcel Oms, “La Méss Mémoirg Les

Cahiers de la Cinémathequepring (1976) :129.
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and sound also represent their fractured undernstguad time. This prepares us for an analysis
of the film’s most complicated sequence, which ed¢s¢he torture of Muriel without any images
of the act. Psychoanalysis as a theory and as diqeavas especially popular whéuriel
debuted and we can locate many analogies to Freudisrstanding of the psyche that appear
intentional In conclusion, | will utilize psychoanalytic voaalary to read the film’'s two

Algerian-War veterans as aspects of the same ego.

Alain Resnais: Befor®uriel ou un temps d’un retour

During the early period of Resnais’ career, he atmrated with several authors of
nouveaux romansMarguerite Duras wrotéliroshima mon amou1959), and Alain Robbe-
Grillet, L’Année derniére a Marienbad961).Muriel was the second Resnais film authored by
Jean Cayrol, a poet sent to a concentration camqmgdWorld War Il because of his
involvement with the Resistance. Cayrol barely sadr after attempting suicide through
starvation, but succeeded in writing two volumespogtry during his imprisonment. As a
Holocaust survivor and poet, Cayrol was the idedhar for Alain Resnais’ short documentary
featureNuit et brouillard(1955), whose title derived from Cayrol's bookpafetry,Poémes de la
nuit et brouillard The 32 minute film alternates between color shaft€oncentration camp
remains (Auschwitz and Majdanek) and black and evfubtage of the camps at capacity. In this
way the powerful contrasts of empty beds and stapmesoners haunt the viewer, who then

imagines living and dying within the barbed wirenolighNuit et brouillardis one of the first

>0 Elj Zaretsky, “Narcissism, personal life, and idgntThe place of the 1960s in the history of psyahalysis,”

Psychoanalysis, Culture & Societ (2008): 94-104.
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documentaries about the Holocaust, many French &affiools still view the film in history

courses?

Cynthia Marker and Virginia Bonner respectively gegt that Cayrol and Resnais
maintained a general approach to waNunt et brouillardin order to allude to the then current
crisis in Algeria while avoiding the censure (howewun spite of this attempt at self-censuee,
commission de controkill censored an image of a French gendarme wgréitra prison camp
whose cap identified him as a French poléBonner cites llan Avisar, who notices that the
film "does not concentrate on the genocide agaimestiews,” and "never mention[s] Germans or
Germany either®® In interviews, after hinting several times thatit et brouillardwas about the
Algerian War by claiming the film warned of futuagrocities, Resnais at last said in 1980, “The

whole point was Algeria®

>! Sylvie LindepergNuit et Brouillard Un film dans I'histoire (Paris : Odile Jacob, 2007).

>2 Resnais cut the image of the gendarme with thedhrat inNuit et brouillard.Still the film could not compete
in the Cannes Festival of 1956, because “it wourtdedhational sentiment of a participating countrgbviously
Germany. In 195#%iroshima, mon amowvas withdrawn similarly, though this time the offed country would be

the UnitedStatesNaomi Greenel.andscapes of Loss: The National Past in Post-wangh Cinema.(Princeton:

Princeton University Press, 19985.

%3 (Avisar, 1988: 24). From Bonner Bonner, Virgiriihe New Executioners : The Spectre of Algeria iaiA
Resnais’sNight and Fod’ Scopel3 (2010), 16 June 2011

<http://www.scope.nottingham.ac.uk/article.php?isdi3£2id=1094>.

> Cited by Sandy Flitterman-Lewis: Charles Kranfze&chingNight and Fog History and Historiography Film
& History 15.1 (1985): 2-15.
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Like Resnais’ earlier films, his second collabaratwith CayrolMuriel ou le temps d’un
retour, grapples with the concept of memory, its verapd its effect on our actions in the
present. In fact, Deleuze’s descriptionLofnnée derniére a Marienbads an “architecture du
temps” that implies “un passé éternel” also dessrMuriel. > Cayrol himself suffered from
bouts of amnesia, and a similar temporal confudmminates the text. In this Resnais feature, it
is neither concentration camps nor the atomic béonbrather the memory of assisting in the
torture and murder of an indigenous woman in Algdhat disturbs Bernard (Jean-Baptiste
Thiérée), a young war veteran who speaks of thartlegh as a present-day girlfriend named
Muriel. Naomi Greene believes that Bernard liesuathduriel to spare his step mother the details
of his past® However, this lie also allows Bernard to pretehdtther brutal murder never
occurred. By referring to Muriel as a living beinBernard controls the past and for these
moments erases it. More exactly when Bernard tghgrs that he is working on a project for
Muriel, or that he is going to visit her, he denlnes death. The allusions to a living Muriel also

give Bernard needed to time to reflect and plarfuiture action.

Technigues: Mise-en-scene, Editing, Sound

The film is set in 1958 in Bologne-sur-mer, a dbth rebuilt and devastated from World
War Il destruction whemMuriel was filmed. Cayrol chose Boulogne-sur-mer becahsecity

had changed dramatically during and after its rettastion with remnants of the past still

% Gilles DeleuzeCinéma: L'image temp&aris : Les Editions de Minuit, 1985) 137.

*® Greene, 48.
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exposed. The film references Boulogne-sur-mer’s changes @sident asks where the center
of the city is, only to realize that he is at tlty center; another character, Roland de la Smake,
lover of Bernard’'s step-mother Hélene, was employeddestroy buildings before the
reconstruction. Roland claims that Héléne’'s apantm@here most of the film’s action takes
place, was previously an attic. We witness thederds’ confusion in the city again at the end of
the film: When Héléne seeks the train to Paris,isheld, “le train pour Paris est fini, il ne part
plus d’ici, il part d’'une autre gare.” Further demstrating the city’s transformation, a montage
of Boulogne-sur-mer displays the city’s changeslay and evening lighd I'impressionismg
while a rack of postcards chronicles the city'st@asl present. One character describes the city
as a “ville martyr”, indicating the larger themero&rtyrdom, which modifies Muriel, the unseen
victim tortured to death, as well as to the marheotcharacters who suffer unjustly for the sins
of others (Bernard, Robert, Héléne, Erneste, Simdr®mugh René Prédal exaggerates in saying
all of Alain Resnais’ characters resemble concéintracamp survivors, one finds an element of
injury, trauma, and survival in all the charactefsMuriel.”® As the characters mirror the city
which they inhabit, the homophonic quality of thitycname’s ending,sur-mer becomes
apparent: the city serves as an appropnagge to the disturbed characteras destruction, a

common trait, connotes a family resemblance. Algiomany omit the city’s suffix, when the

>7 | situated the story in Boulogne, despite Resrdusibts, because Boulogne is also a town aftermaalr@ihere
are two towns, the old one spared by the war aadabonstructed town, the topography of which tde o
inhabitants cannot recognize.” Interview with J€ayrol found in: Roy Armes, “Resnais and Realifyilins and
Filming 16:8 (1970):128.

> René Prédalilain Resnaig Paris: Minard, 1968).
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characters shorten their city’s name, it indicatespression of the origins of their malaise, d pas

trauma.

Bernard’'s step-mother, Hélene (Delphine Seyrigihwwhom he lives, sells antique
furniture from their apartment. In this way the @wers, further confusing temporality, dwell in
the past, but a past continually changing as furaiis bought to sell, and then sold from the
apartment. Bernard says, “On ne sait jamais quanseoréveille si c’est du Second Empire ou
du rustique normand.” The characters take caréolearm the historical relics, and never know
to whom these artifacts truly belong. Hélene sdythe dinner table, “Soyez prudents, c’est du
chine et il est vendu depuis hier.” The furnitur@rke as metaphor for the characters’
relationship to their recent history as their eragjig pasts drift in and out of the present through
conversation. In fact, on the door a plate readg]éne Aughain, meubles anciens”, labeling the
character as space where furniture is stored, durtrticulated by Roland de Smoke’s
remembrance of her apartment as an attic, an itdiddiroom which we associate with useless
keepsakes collecting dust, or perhaps even witimgnfd The changing furniture and the editing
style render the apartment layout difficult to g¢hagr; the same spatial confusion arises in
Hélene's apartment as on the streets of Boulogneasu. The last shots of the film finally
explain the apartment’s structure; a wife lookshi@ apartment for her philanderer husband who
visited Héléne, and works her way through each rooalogical manner. However, at this point
the characters we previously saw quarrelling amtinmiscing there are gone. Deleuze describes
the characters’ similarity to their surroundingBahsMuriel, la nouvelle Boulogne n’a pas de

centre, pas plus que I'appartement aux meublesitoaes: aucune des personnes n’a de présent,

> Britton finds that the apartment is a metaphorHéténe.
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sauf peut-étre la derniére qui ne trouve que da.t{iHéléne’s apartment appears as a model of
the surrounding city, the characters’ voices redoumechoes of memory and loss in its unstable

structure.

Along with Bernard’s traumatic memory, there is éf@d’s past, revisited when Alphonse
(Jean-Pierre Kérien), a lover from before World Wavacations at the apartment accompanied
by his young girlfriend, Francoise (Nita Klein), i he deceptively calls his niece. Both
Hélene and Alphonse remember different versiontheir romance and its conclusion, posing
guestions: Is the past different for each of usa@achange the past by remembering it? Is one
(or both) of the characters lying? (Alfonse hasadly lied about his “niece” Francoise.) The
film’s unique editing style contrasts the variowsrative strands concerning memory—we are
only given moments with Hélene and Alphonse ataphartment when there is a cut to a bed
scene between Bernard and his real girlfriend MBoeat his studio. Minutes, or often times
seconds later, we change scenes, continually Igand returning to several of the characters in
conversation. These are brief excerpts, and th&egnais’ previous films reveal a mastery of

the tracking shotVluriel does not have a single one.

Although this montage approach could be very pitithe soundtrack smoothes the
harsher aspects of the cutting. One trademark sh&de is to separate sound from image (which
| will soon discuss in more detail). Muriel, dialogue and sound from one setting often bleed
into the next—hence we watch the next scene whaldisten to the last. Although this technique
is a banality of films and television today, it waas innovation that allows Resnais to portray the

characters oMuriel as lost in the same memory chasm. Hans Werner Herate the avant-

% Deleuze, 152.
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garde songs to comment on the film’s charactersvdder eventually Resnais asked Rita Streich
to sing less comprehensible lyrics so as to notrshaelow the images. The result of the
thousand-plus-cuts, overhanging sound, and abswacal score, is a nothing less than a
“glistening collage” depicting the confused processhe French remembering their perpetrator

violence in Algerig*

No Images of Torture?

DespiteMuriel’'s focus on memory, the film takes place entirelythe present; camera
work insists on the now in short shots with no nroeat forwards or backwards. Furthermore
the script contains no flashbacks. Instead the biiltialogue represents attempts (all failed) to
reconstitute the past through words. Becauseiliimetédkes place proceeding a soldier’s term,
and in Boulogne-sur-mer, there are no images otdthare and death that constitute the major
trauma around which the plot revolves. Becausdilimeonly evokes Muriel through language,
and because we have no indication of whom Murieualy was before her capture and
destruction, her presence persists as an absenas,@eene poetically describes her, “a black

hole.™?

As the ambivalent Bruno Forestierlie Petit soldatvho photographs Veronica serves as
an alter-ego for Godard, BernardMftiriel can also be read as anteurwithin a metafilm intent
to expose the truth. Film is Bernard’s hobby; hemfcarries a camera and film; as well as a tape

recorder for capturing sound; and he rents a sstatlio where he works on his projects or a

*'“The bits and pieces of the fractured lives of HélgBernard, Alphonse, and the others are orgaiited
glistening collage.” Monaco, 86.

2 Greene, 48.
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“collection de preuves.” The studio may in factgreperty of Vieux Jean, an older man who is
usually wandering outside near the entrance. Nyptatthen Bernard views the super 8 footage
that he filmed during his service, Vieux Jean sgr@e a witness, and thus assumes the role of
Bernard’s analyst; his age is appropriate for a wialearning, while his few pointed questions
and statements help to bring to Bernard’s feeladgsut Muriel’s torture to his consciousness. In
fact, Vieux Jean’s oracular statement, “il y erea dhoses qu'on ne s'en doute pas qu'on se met a
creuser,” generally describes the analysand’sioalsttip to the unconscious while premoting
the practice of penetrating the ego’s defeétidm. this way, not only does Vieux Jean witness
Bernard’s confession, his presence enables ithEurtore, as an analyst Vieux Jean proves to
respect confidentiality; at the end of the film whidélene feels the need to contact Bernard’s
mysterious fiancé, Vieux Jean does not explainbnetal death, but simply says “Bernard m’'a
dit qu’il a connu une Muriel. Il ne faut pas la déger.” Suitable in the scene’s analogy of
Freudian analysis, language, the primary tool gtpsanalysis, serves as the gateway to the site

of Bertrand’s trauma.

Although Resnais could have depicted the gruesoemthdof Muriel in the film
projection, he instead shows us images that lookirggly similar to footage that appeared on
French television and in newsreels filmed by theéASRopars describes the montage as : “une
série de vue documentaires des plus anodines, ablebla celles que chaque soldat du

contingent a pu ramener de son passage en Algaas, trées proches aussi des actualités de

% Laplanche and Pontalis defidéfenses : « ensemble d’opérations dont la finalitédestéduire, de supprimer
toute modification susceptible de mettre en dafligeégrité et la constance de I'individu biopsydbgique. Jean

Laplanche and J.B. Pontaligpcabulaire de la Psychanalyé®aris : Presse Universitaires de France,1967) 108.
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I'’époque sur les aspects officiels de la pacifaati.”®* Often the soldiers look as if they are
playing as boys, smiling and laughing, dancing aimging. In other images, the young French
men speak to indigenous children (Image 1). Dutirgscreening, Vieux Jean and Bernard do
not make eye contact, as practiced in traditiosgthoanalysis. Instead, both stare at the screen
on which Bernard projects happy soldiers, who ses/a metaphor for his ego’s defense. These
false images of the military abroad are obstadias deceptively ensure the safety of Bernard’s

psyche. Nonetheless, Bernard refuses their enticeamel confides his trauma.

In a grief-stricken voice, Bernard recounts thekdstory of how he first encountered
Muriel being tortured—until this point Muriel's teuidentity has only been glimpsed when
Alphonse skims Bernard’s journal. In fact, Hélénelidves Muriel is Bernard’'s fiancée.
Bernard’s voiceover explains that he witnessed $wmieliers, one of whom was Robert, who also
resides now in Boulogne-sur-mer, strip and beatwtbman to death. When Bernard asked who
the woman was, he was told “Muriel,” though he dsutis was her birth name. Bernard then
joined the group and also hit Muriel. Although likrath ultimately upset him, he confesses to
sleeping well the night of her murder. Bernard'srai@on is strictly audial, (we do not even see
Bernard begin speaking, the film moves directlyrfra scene of Alphonse and Héléne in a car to
the 8mm footage of soldiers). Still, the choicewadrds visually suggests corporeality; he
describes her mouth as “pleine d’écume,” her bautytair with “sang partout,” and “sa poitrine

avec brdlures,” all distinct images that captueetfewer’s visual imagination.

® Claude Bailblé, Michel Marie, Marie-Claire Ropakyriel : histoire d’une recherch@Paris : Editions Galilee,
1974) 315-316.
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Furthermore, though Bernard also describes Murieties, his monologue primarily
transcribes the act of seeing. Bernard begins bfegsing, “J'y vois encore,” as well as the
shocking details of what he then saw. It is onlgethat Bernard admits to participation, “je me
suis mis aussi,” and the physical sensation, “Banes de moi-méme brulaient”. Therefore, he
remains primarily a visual witness. Additionally piging sight are Muriel’'s probing eyes that
trouble Bernard when he asks in dumbfounded angtpsiurquoi elle m’a regardé?” feeling an
obligation to justice in her stare. In his journak see that Muriel's post-mortem gaze obsesses
him: “je ne sais pas pourquoi, mais les yeux dei®lurétaient pas fermés.” He reiterates this
fact when telling the story to Vieux-Jean, demaatstg sight’'s symbolic value in his present
guandary of guilt and blame. In this sequence, ResEmphasizes the visual impact of a torture
sequence and stresses the importance of sightyhalk denying the spectator access to the
ghastly spectacle. In this way the verbal imagefytre monologue competes with the
documentary footage within the larger film, forciogr senses to contradict each other and

collide.

This revelatory climax of the film (the true climaomes somewhat later when Bernard
shoots Robert as punishment) makes a larger stateabeut government censure. The schism
between the government-approved images of soldietisthe verbal description of torture and
murder of an Algerian in sound, exposes the decemti the media. In the bodKkuriel: histoire
d’'une recherchdrom 1971, Claude Baiblé, Michel Marie, and Ma@kire Ropars analyze the
film in acts and scenes found in the original sopdgy. In this in-depth study, Ropars finds the
lack of images of Muriel articulate a pointed sta¢émit about the absence of images of the

Algerian War in France:
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il traduit la méconnaissance—puisqu’'on ne voiens-et permet la
reconnaissance—parce qu’on apprend tout : a l'integee que fut, pendant la
guerre d’Algérie, la connaissance qu’on put en raitre les actualités visuelles,

imposées par la censure, et les informations odifesées clandestinemetit.

Ropars understands the scene as a teaching exqeefeam apprend”). Not only do we learn
what really occurs during the Algerian War, but gitaneously, through the dialectic of images
and sound, we gain knowledge of the governmentuzeissdissimulatio{° It follows suit that a
veteran’s voice divulges the truth of warfare irgédia. The oral testimonies of soldiers were a
firsthand source about decolonization in Algeriat thany times opposed newsreels. In this way,
the documentary with a paradoxical narration isasag@gigm for the larger oral testimony of
veterans that contradicted the censored moving esiagt the root of the public’s
méconnaissanceMuriel’'s death becomes vivid through the viewers’ imagimatiather than

from an image of the atrocity.

However, it is this precisely this absence of Alges inMuriel that novelist and poet,

Rachid Boudjedra, resents:

Muriel n’est pas un film sur I'Algérie, mais un film olidst question d’Algérie

comme une pensée génante que chacun cherche aro@dmme le dit I'ami

* Ropars316.

%« . plus qu'une mise en abyme, est-ce un rappotediue qui relie le film de Bernard et celui desRais,

chacun signalant 'insuffisance de l'autre.” Rap&16.
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tortionnaire au protagoniste : “Tu veux raconterridiu? Muriel, ca ne se raconte

pas.®

Benjamin Stora gave this statement new relevan@®di when he quoted it in his discussion of
cinematic depictions of the Algerian War lim gangréene et I'oubliinvoking a long-standing
debate on whether the New Wave was in éaxgjagé The ami tortionnairethat Boudjedra refers

to is none other than Robert, who when seeing Berapset asks whether he still is obsessed
with Muriel. Although, Boudjedra correctly idengs a French sentiment of denial and dismissal
in Muriel, he fails to acknowledge that Resnais could oclyieve the anti-censure statement
through this paradox of brutal language and bamalges. Unlike Bernard, Robert aims to
reintegrate into French society and actively lofikswork; he would naturally rather forget the
act of torture and murder. Nevertheless, the murfi®obert by Bernard critiques his disavowal,
proving fatal consequences for his involvementhim interrogation. As Boudjedra statbiyriel

is not about Algeria. Nevertheledduriel is about the popular French conception of the Asger

War in 1963, and how the memories of a veterarugighe government’s agenda.

The separation between sound and image occurs ronoe when Bernard attempts to
film a fight between Alphonse and Alphonse’s brotimelaw, Erneste, who has come to take
Alphonse back to his wife, Simone. Bernard fetdmescamera and begins filming while he asks
Francoise to use his tape recorder to capture grésnargument. By accident, she presses play

and we hear the sound of a group of men’s laughitde we watch the two middle-aged men hit

% Rachid BoudjedraNaissance du cinéma algérieRa(ris : Maspéro, 1971) 27.
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and wrestle one-another. Bernard yells to stopeape recorder, but begins sobbing immediately,
indicating the recording’s power over his psyche.isl the laughter playing without an
appropriate accompanying image and Bernard’'s dista reaction to a sound that usually
conveys happiness that suggest the tape’s sisistece: soldiers dominating a native woman in
Algeria. To this extent, the recording acts asastfback, more than the documentary footage
because it verifies the act. The recording shockslrerrifies Bernard, as it replays the trauma
scene. He reacts by leaving immediately to kill &b Celia Britton writes, “The tape
recording—the only way in which the torture is asvere materially present in the film—thus
provokes a series of events that leads to the tharranding ...*° Resnais does not show the
audience the depravity of French soldiers laughinigluriel’s pain or nudity, nor the pain of the
colonized Other to Boudjedra’s regret. Instead,abks us to visualize the scene in order to
complete the narrative of emotions and sounds with correct, albeit disturbing images of

torture.

If Resnais had wanted to reject the seriousneskeo€tonflict, would he pair images of
happy, helpful, soldiers with a paradoxical text@rie considers the 8 mm footage self-censured,
it is self-conscious and draws attention to thdufai of the media in representing war.
Conversely where Boudjedra finds the desire to dor8jlgeria, Ropars declares the film’s
mission “de raconter lirracontable.” Resnais’ nwthof pairing harmless, familiar, images of
soldiers with a horrifying narration does in fa@conter the atrocities abroad and their

censorshif® The act of forgetting, erasing an event in thet pasthat it does not interfere with

8 Britton, 39.
% Ropars, 316.
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the present, is precisely the reverse of how Deedews the director: “Il N’y a pas d’auteur
moins enfoui dans le passé. C’est un cinéma doircg d’esquiver le présent, empéche le passé
de se dégrader en souvenif Certainly, Bernard’s words and behavior show traisneffect on

his present condition. In fact, Bernard’'s gravesioa in the film, shooting Robert, demonstrates
the past’s resurgence. Although there are no Adgerin the filmMuriel does not aim to forget

the past, but to expose it in the light of the pres

Superego and Id: Bernard and Robert

Bernard also “s’est mis” “(a) donner des coupsMuoriel and makes no attempt to stop
her brutal death, even if later, the aura of heregeompels him to seek revenge. In fact, James
Monaco suggests that if seeking justice, perhapsd®e should have shot himself, for he is also
blameworthy and sentenced to a life of hiding atfiter killing. However, if Robert and Bernard
can be understood as aspects of the same vetegm'she id and the superego respectively, an
element of self-punishment and suicide residesem&d’s murder of Robert. In this way, one
may interpret the two veterans and the audience@madigm of the three mental agencies, the

id, the superego, and the ego, whose interactiterm@es human behavior according to Freud.

This view of the characters is historically groudddor psychoanalysis found new
popularity in the years surroundiriguriel’s premiere: a French translation of Ernest Jones
biography of Freud in 1961 (five years after thigioal text was published), another the same
year by Didier Anzeu, and then a series of radiowsh were followed by new Gallimard
editions of Freudian texts in 1966 (meanwhile Jasguacan’sEcrits became a best seller the

same year). Furthermore, Jean Cayrol’s interegtearmethodology concerning his own trauma,

®Deleuze, 163.
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indicates that one should consider a psychoanatyticcture in the film, as it reflects the post-
Algerian War cultural climate in which both Cayrahd Resnais participated (it is not a
coincidence that interest in psychoanalysis in@easith the number of returning veterans).
Although many analysts debate the division of thgchical agencies and their relationship, one
can locate their definitions specific to Francethe mid-60s, as found ibhe Dictionnaire de
psychoanalyséy Jean Laplanche and J. B. Pontalis, publishel®8v. In this way, | base this
reading of the ego, id and superegoMuriel as stemming from the French intellectual and
artistic mileu who utilized the then current tresfdosychoanalysis to interpret the Algerian War

and its aftermath (this grouping would include Fzr&anon).

While Freud in thelThe Ego and the ldecognizes the dependency of these relationships
and how the agencies merge, he continues to ddigm as separate entities. Demonstrating

how Freud viewed the agencies as a complex systel@pendency and independency, he writes:

Thus we have said repeatedly that the ego is fortned great extent out of
identifications which take the place of abandonatthexes by the id; that the first
of these identifications always behave as a spagahcy in the ego and stand
apart from the ego in the form of a super-ego, vtater on, as it grows stronger,

the ego may become more resistant to the influenicesch identifications*

In this way we see that while the ego is in padpsd by the id, it in instances, appears
autonomous, complicating our understanding of thehe super-ego and the ego. Therefore a
discussion of Robert, Bernard and the viewing puéd mental agencies is highly delicate; some

would contest the interpretation of the characesdistinct agencies. Additionally, as Freud

' Sigmund FreudThe Ego and the I¢New York: W.W. Norton and Hewitt, 1960) 48.
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believed the ego encompassed the superego andhatedi from the id, the concept of the
audience, a group which some might argue is whaditached from film production, presents
problems when interpreted as the ego. Neverthebegscan locate these themes of ego, super-
ego, and id within the text. Furthermore, as thsenes also represent tapistemeof the film,

they serve our exploration dfuriel ou le temps d’un retours

Although Bernard first sees five soldiers surrangdMuriel and discussing how they
will question her, according to Bernard, it is Rabeho permits himself to touch her: “et Robert
s’est laissé et la tourner.” His direct contactmiuriel represents an instinct not expressed by
the rest of the troop that soon develops into drieeid’s most powerful aspects, the death drive,
which here aims at the Other’s destruction, “esma commencait, Robert I'a donnée des coups
dans les hanches.” Furthermore, the wbahchealong with coups which has innumerable
sexual connotations, augments the implication ofuak assault, further suggested by the
soldiers’ stripping of Muriel. Bernard’s use of tinord c¢a, id in French, confuses Robert’s
autonomy. In fact, if we take the character Rohsrtepresentative of a general torturegsthe
wordsca and Robert can be interchanged in the monologue.chiaos of the torture scene in
Bernard’s account also resembles the id’s disorgahstate, the soldiers continue to torture
Muriel, even when she is beyond speaking, becasdBeanard states, “il faut en finir'—the
soldiers have thus replaced the goal of forcingiMuo speak with a new less distinct objective
of killing her. In this way, Robert, the id, encages the veterans, to follow a primal drive that

neither relies on words nor seeks information.

In contrast, Bernard manifests elements of theagwn, a term Jean Laplanche and J.-B.

Pontalis describe ihe Vocabulaire de psychanaly§E967) as “semblable a un juge ou d’'un
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censeur.” Bernard fixates on the death of Muriel and blarties troops’ actions on Robert,
making character judgements when they meet, (“@«esjue ca veut dire le courage? Tu n’en
saurait pas.”) This further extends to a critidéit@de about the French presence in Algeria when
he angers at Alphonse, and generally towards otf@escoise, Alphonse’s young girlfriend,
and his step mother, HéléfieAs Robert represents the id, Bernard primarily lemiatizes the
law against him. Laplanche and Pontalis write: falle surmoi apparait principalement comme
une instance qui incarne une loi et qu'on la traesse.** Furthermore, the superego/Bernard
represents an organizational mode lacking in tiAi@abert. In an attempt to understand what
occurred and assign the appropriate punishmeihetmstigator of the crime, Bernard writes and

collects evidence, revisiting the traumatic eveentally as well as through sound and image.

However, despite the two visually opposed actord their contradictory view of the
event as something to forget (id) and as somettargpndemn (superego), during the torture of
Muriel, a merging occurs. This explains the ambigudanguage of Bernard’s monologue
concerning the torture. The frequent use of “on”#-1@ tirée par les chevilles”, “on arrachait
les vétements” for example, hints at responsibikityile denying it, for the pronoun can signify
in context I, you, he, she, we, or they. IronicaBernard as the judge, and arbiter of societal

values, believes that by killing Robert he will fiact punish the id responsible for initiating

72 Jean Laplanche and J.B. Pontaiscabulaire de la Psychanalyé@aris : Presse Universitaires de France,
1967) 471.

”® Alphonse tells Héléne and Bernard that he livedlgeria for 10 years, managing a café. We learer Ititat this
is a lie.

7 Laplanche and Pontalis, 472.
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Muriel’'s murder. However this is false, for by shiag Robert, Bernard again succumbs to the

id’s death drive. The murder is an impulsive adaliyumotivated by the id/Robert.

Reading the two veteran characters as representafi opposed psychical agencies
necessitates labeling their negotiating agencyetgee However, unlike the superego and the id,
there is not a character within the film that pays the ego. Rather, the spectator fulfills thie ro
if he/she chooses to commit to the narrative, hyanizing the information and viewpoints
offered by the two characters and placing theseénaga larger body of exterior knowledge.
Again the definition by Laplanche and Pontalis &pfful: “le moi est dans une relation de
dépendance tant a I'endroit des revendications algue des impératives du surmoi et des
exigences de la réalité>Although Bernard’s confession monologue uses authig subject
pronouns, the tone of blame towards Robert/thes idear. In this way, the involved spectator
may in fact feel proud of Bernard for killing RoheYet, as the killing itself only proves the id’'s
power over the super-ego, this sentiment provdseta compromise which excuses and defends
the id’s behavior. On closer inspectionMiriel ou un temps d’un retouriRobert’s murder does
not offer a solution to French Algerian War guiltit in fact only compounds the problem with a
need to hide, thus repress, the war once more.aResxposition of the desire and need to
repress the Algerian War, as well as the psychoctddgurmoil arising from attempts to confront

perpetrator guilt, thereby challenges the natiomamnory of France.

La Battaglia di Algeri

Pontecorvo filmed.a Battaglia di Algeriseveral years after the first French film efforts

to address the war and torture—8 years dfteriel, and 6 aftet.e Petit soldatPontecorvo was

7> Laplanche and Pontalis, 241.
56



doubtlessly aware of these films, and his decisiodirect a film about the terrorism of both the
French army and the FLN followed stepping ston&shg French directors. Questions of duality,
exteriority, and memory posed stylistically by tNew Wave privileged placing the war in
Switzerland (e Petit soldgtand in the pastMuriel). Although both New Wave films’ utilized
this indirect approach to the Algerian War, theattar was still highly controversial at the epoch
and constituted banning: A larger anti-torturej-arar statement surfaces lire Petit soldatand
the lack of war/torture footage iWuriel suggests the censorship to which it was subjected.
Though there are levels of symbolism amise-en-abymeeldom noticed® La Battaglia di
Algeri is a more direct film, which may be a consequesfcBontecorvo’s Italian film heritage
and Algerian financing—the FLN government finané&ksbah films, which produced the film
and paid for 40% of its expenses. My studyafBattaglia di Algeriwill begin by addressing
the film’s background, and revealing how an Italzame to direct a Maghrebi independence
film. 1 have chosen to focus on the film’s two masinic elements: the depiction of torture (in
the film’s opening scene, which occuinsmedia resafter the military tortured an Arab prisoner,
as well as in a montage), and women and childrema@espendence fighters and martyrs (the
bombing of French cafés by Arab women, and in the’'S finale of independence bliss). In
conclusion, | will analyze the film's reception lrance following its three releases (1966, 1979

and 2004) emphasizing the latter due to its prayita the dissertation’s main thrust, 2005-2007.

Gilles Pontecorvo and a Kasbah production

’® See Nicolas Harrison, “Pontecorvo’s ‘DocumentargstheticsThe Battle of Algiersind the Battle of Algiers.”
Interventions9.3 (2007): 389-404. Harrison interprets Colonel Maithas the author within the film, specifically

citing the scene in which he shows a slide shophoftographs to the soldiers.
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La Battaglia di Algeriis in both French and Arabic, and portrays the oxger the last
French colony. However it cannot be consideredeméh production, a fact, like the director’s
Italian nationality that explains its general réj@e by France. The film's director, Gillo
Pontecorvo, was an Italian communist, who left plaety in 1956 due to disagreements over
Lenin’s takeover of Romania. Pontecorvo had peilserpertise in directing a film about the
FLN, he had been a guerilla warrior for the ItalResistance during World War i.He shared
his political formation with the co-screen-writeErank Solinas, with whom Pontecorvo
collaborated on three other films. Both men werenkginterested in Algeria, and went to study

the revolution there for several months beforeRtench exodus.

After the Second World War, Pontecorvo directetesedocumentaries. He embarked on
his first narrative featurd,a grande strata azzura 1957 The film, starring Yves Montand,
socially critiques capitalism; a local wholesalepleits the fishermen, who bomb the ocean in
order to net more and ensure an adequate incoméed®ovo’s second featur€apo (1959), is
one of the first European fiction films to portrilyazi concentration campExposing Holocaust
horrors with an escape narrative similar to RoBegisson’sUn Condamné a mort s’est échappé
(1956), a teen prisoner abandons her values anllswas a guard (Bap9 in exchange for
thicker clothes and better meals while planning detaway. Yessif Saadi had sd€apo and
the film influenced his decision to ask PontecoteadirectLa Battaglia di Algeri.Although
Kapo contains a light love story that the director ladaid he should have deleted, the film
primarily reveals the Nazi brutality. Similar thesnef power and violence would reappear in the

director’s co-Algerian feature.

”7 | found most of the information concerning Ponteos background and how he came to direct the ifiim

David Forgacs, “Italians in Algiers|hterventions9.3(2007): 350-364.
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When Solinas and Pontecorvo travelled to Algerieeytwere writing a completely
different film about the war that emphasized Freretponsibility and violence. IRara, their
abandoned screenplay, a deserter, Paul Robin, \asdowbe played by Paul Newman, returns to
Algeria as an international photographer hopingapture a prize-winning image of the people’s
joy after the referendum. Instead, he shoots a mongroversial photo when he witnesses an
OAS member fire his gun and Kkill an indigenous wamahe screenplay then flashes back to
1957, and pictures Paul torturing an FLN membemduhis military service. To this extent, the
screenplayPara resembles Bernard’'s story at the centerMfriel: an ambivalent French
onlooker views the military murder of a woman, syt of her country, and is haunted by the
memory of perpetrating?ara would have concluded with Paul celebrating indepecd with
Algerians. However, rather than verbally alluding & memory as inMuriel, the
Pontecorvo/Solinas script depicts the murder ofAheb woman as well as a flashback of Paul
committing torture. No distributor or producer waudinance the controversial project, and so

Pararemains a hypothetical film thatould have shocked Europe.

In 1963, while Solinas and Pontecorvo were writhaga and seeking production money
for their militant script—Yacef Saadi, a FLN leadsought a producer for a film version of his
book, Souvenirs de la Battaille d’Algers September 1956- décembre 19%7 journalistic
transcript of the military’s domination of the Kagbthat he had written in prison. Saadi had
already outlined a film script with René Vautiemedtor of the pro-liberation shorfsvoir 8 ans
andL’Algérie en flammé$, and so he traveled with an assistant to Italgearch of a director.

Although Saadi initially sought French support, inierest in Italy stemmed from his admiration

’®1n 1972 Vautier made his own Algerian War draagir 20 ans dans les Aureés.
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of neo-realism. In fact, in one interview Saadicdsses how neo-realist films inspired him to
make a similar feature about the Algerian strugyisfter independence, Saadi began his own
production company, Kasbah films, with federal mgrieoping to draw international attention

and money to the new nation of Algeria. Before ifigdPontecorvo Saadi approached Luchino
Visconte, another director known for his assocratioth the communist party, who turned down
the project. Pontecorvo first proposed the scrfpPara to Saadi, but Saadi preferred a feature
centered on the indigenous people of Algeria rathan on a French soldier played by an
American star. Still, the screenplay written by @aand Vautier proved too propagandistic for
Pontecorvo. Eventually, both men compromised camalaly before agreeing on the script for

La Battaglia di Algerjthe result drew considerably on the men’s prevemrsenplays.
Torture

The after-torture sequence

The first frame oLa Battaglia di Algeriis a long shot of a thin Arab man trembling in a
chair, clothed only in underwear. Two soldiers ttdyture equipment behind him (a large sink
and a board) and one soldier rubs the sufferingsrzack with a towel and says in a friendly, if
patronizing tone, “tu ne pouvais pas decider, @a?pourrait étre mieux pour toi.” We then
realize that the man’s shaking is an after efféotvaterboarding, the painful torture technique
that convinced the prisoner to disclose the higlilage of Ali Lapointe, the last free FLN leader.
The soldier appears relaxed and lights a cigabettere several more of his colleagues enter. He

speaks of the shaking prisoner to other soldiethénthird person, “Il a enfin craché les mots.

”® Telephone interview with Forgacs on May 3, 2006ctin “Italians in Algiers”.
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Donne-lui du café.” Sadly, the prisoner in this guomised position cannot grasp the tin cup,
and so a soldier forces it to the shaking mans Igroving the soldier’s limited sympathy for the
suffering man, he pats him on the back while hergolihen a soldier on each side of the
tortured man grasps his respective arm to pull tina standing position (the first of several
torture victims in Christ-like postures). When thigiader, Colonel Mathieu, enters he explains
the plan. The soldiers will dress the Arab in Fremailitary apparel after which he will lead
them to the coveted address. The soldiers quidkithe him in camouflage attire before soft
string based music accompanies the first closeagpnow see a tear rolling down the torture
victim’s cheek (Image 1). Trembling still, he yetidon!” and runs to open the window shutters
in hopes of escape. However, a soldier slaps hmehraminds him of what he might endure if he
were to continue in this manner. This scene prefdlbe credits that roll as the torture victim
leads a brigrade past the alarmed citizens, amughr the Kasbah accompanied by Ennio
Morricone’s pulsing, militaristic, score. Althoughe spectator does not witness the act of torture
in this first sequence, the images relay the playgain caused by torture. Furthermore, the actor
portrays not only the manner in which torture d&ts and demeans its victims, but mental
trauma as well. Yet, this first sequence alsoftithtes the effectiveness of torture, how it cambe
useful tool for acquiring needed information. Adulially, the military is generally respectful,

keeping an affable tone despite causing the pristeep anguish only moments earlier.

After following the prisoner impara disguise, Colonel Mathieu and company find Ali
Lapointe hiding behind a wall with three of his@sates; another man; a child, Petit Omar; and
a woman, Zohra Drif. Lapointe and his friends remsiient, though gara explains that the
military is surrounding the building, and that Hesld surrender now if he wishes to receive a

fair trial. We await Lapointe’s decision, to adndéfeat or to remain silent and cause the
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building’s destruction. However, in a close-up @&pbinte, the film flashes back three years to
1954, indicated by a title—titles continue to littes, and often precise times for the rest of the
film, placing the importance on each moment oftiattle, and increasing the audience’s anxiety
over the ticking bomb near Ali Lapointe. The sanastiback concept that creates curiosity for
what leads to the tense moment, while simultangoasticipating the outcome of the film’s
nebulous present, exists in the film's addressodite. After viewing the post-torture trauma
with slight melodrama (the close-up with the teaa aorrowful music), the viewer speculates on
the actual practice, the fierceness of the torturé the ferocity of its participants. Despite the
abject quality of torture, the audience awaitpistrayal and even anticipates this depiction as a

matter of course.

By beginning the film in an after-torture sequemddach then leads to the film’s central
figure and a flashback, Pontecorvo emphasizesr&gstimportance in the narrative, as an odious
bond between the FLN and tiparas that provides the French with information, and EieN
with vengeful motivation. Furthermore, though theshback in this instance primarily serves to
increase suspense, the prisoner's obvious psydialoguffering indicates the post-traumatic
definition of the term as well (this will be studien detail in Chapter 2). In this way, the
flashback ofLa Battaglia di Algeriposits the torture victim pictured only minutesliea as an
emblem of the collective trauma of indigenous Aiges suffering from the post-trauma of
French military attacks on the Kasbah. This remaspecially true in 1965, the year Pontecorvo
filmed in Algeria with a local, non-professionagst. Curfew, torture, and bombings were in the
very recent past for these citizens, inspiring ey convincing performances. For these actors,
the film signified a flashback: the cast relivee tthaumatic battle of Algiers and its glorious

conclusion once again in the present. As YessitliSsaid toLe Monde “Je devais jouer au
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cinéma des moments que j'avais vécus sept ansaugudr La guerre, la prison, la torture, tout

cela était encore frais dans ma mémoife.”

Torture montage

Pontecorvo at last depicts the atrocity of tortimee-quarters through the film (or 1 hour
and 34 minutes into the 2 hour and 6 minute filumther indicating torture’s climatic role ima
Battaglia The sequence runs after the press convenes tti@ueColonel Mathieu on his
interrogation technique, which he defends with inity. However, a montage illustrating the
cruelty of the practice then refutes the Colonafgument. Ecclesiastic music (Bach’s Mass in B
minor) accompanies the montage, augmenting thestdmi symbolism of the prisoners’
martyrdom, also exhibited by the Christ-like postuof several victims clothed only in white
underwear. During the montage we watch as Frendtlies® in camouflage waterboard,
electrocute, and blowtorch Arab men in near nudiyile Pontecorvo often uses long shots to
include the torturer and tortured, he interspectese-ups illustrating the extreme pain visible in
the victims’ facial expressions. Countering thejoray are several close-ups of French soldiers
smoking that hint at their near indifference—cigta® are a sign of luxury, an extravagance that
the FLN condemned. The montage opens and closbsawgminine face watching (though the
torture sequences are entirely male, and this iatdikely a woman'’s), a tear rolling the cheek

(Image 2). The close-up of the sorrowful torturéness, who most probably has undergone such

8 Tewfik Hakem, « Yacef Saadi, commandant et pragluctLe Monde 13 June 2004, 13 May 2011

<http://abonnes.lemonde.fr/cgibin/ACHATS/ARCHIVEShives.cqi?ID=e9417a0806e1c0cf583eb48aa73f59e2b7

9f76473e8eff99.
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brutality, is a graphic match with the close-uptlé torture victim at the beginning of the film
who leads the soldiers to Ali Lapointe. In thisyw&ontecorvo reiterates the degradation of

torture.

The torture montage is an emotional tour de foRentecorvo now pairs the same
dramatic elements of the first sequence (the vistishock, the sorrowful music, and the tear)
with their cause. Furthermore, the film’s genem@tumentary approach augments the montage’s
realism causing more affect. Unlike the tortureLef Petit soldatwhich was presented in an
absurdist, philosophical manner, the torture mamtafjLa Battaglia di Algericonfronts a
specific practice in a precise historical momenthvmany victims who are visibly wounded,
rather than one who shows no injury. Though thigregch suggests the influence of Soviet
montage rather than documentaries, the torturees®gls proximity to other scenes headed with

dates and times and journalistic narration, infleesactuality of the torture sequence.

The fictional images of torture relay the gore lué practice, and the pain of its victims.
However, the French soldiers do not appear uniasttaln fact, the first sequence demonstrates
that the soldiers dfa Battagliaafflict their victims with specific goals, maintany a degree of
respect for them. Furthermore, though there areynstounts of French soldiers sexually
abusing their prisoners (see my discussiobh’Bhnemi initimein Chapter 3), Pontecorvo does
not indicate such behavior. In this way, the imagesorture inLa Battaglia di Algeridiffer
greatly from the military behavior described by B#nd in Muriel. La Battaglia di Algeri
illustrates the atrocity of the French militaryttme practice, but does not does not present the
torturers as reckless or impulsive. Furthermorept®ceding the torture montage with Colonel

Mathieu’s explanation for its uses, Pontecorvo te®a torture dialectic. Nevertheless, the sheer
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affect of the images of injured men accompaniedrdligious music demonstrates a pro-

independence bias.

Women and Children

Fedaeeyat

In a series of sequences lasting nearly nine nsnutieree Arab women disguise
themselves as European, leave purses holding bamtespective locations (two cafés and an
airport), and depart before the explosions. A peradling to risk his/her life for faith or
political convictions, such as a bomb runner, iBedaa fedayee(masculine form) in Arabic.
Aiming for historical accuracy, Pontecorvo chdedaeeya(feminine plural form) to leave the
bombs, as women were responsible for roughly timishof the FLN bombing®: The three
women of various ages (one a late teen, anothéeinate twenties, the third in her forties)
invoke heroism. Despite remaining virtually voicde the women attend to their acts with
seriousness and silence. Daniele Djamila and AmMimme note in their article, “Women at
War: the Representation of Womenthe Battle of Algier$ that though Pontecorvo chose to
discuss more precisely the male guerillas in Hm,fiwvomen were extremely important to the
FLN; in fact several with college educations mamkagerrespondence with press, and other
women transported information or arms in their gta clothing and veil—which Pontecorvo
also depicts in the filnf? Although Djamila and Minne feel that the film doplays the

importance of women to the revolution in the filstenes of women (the bombing of the cafés

8. Daniéle Djamila and Amrane Minne. Trans Alistala®e. “Women at war: The Representation of Wonmen i

The Battle of Algier8 Interventions9:3 (2007): 347.
¥ Pontecorvo also shows armed men disguised by cydgminine, apparel.
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and the ending) rival with the torture sequencethasnost memorable. Furthermore, the mute
women in these scenes invoke the FLN’s larger egsatof silence; their refusal to speak

resembles their leader Lapointe and his assodiédesy behind the wall.

Although this café bombing sequence honorably depiomen’s nationalism, attention
to their French victims complicates a simplistiadmg. In particular, a close-up of a young boy
eating ice cream before the bomb (Image 3), andetverse shot of the female bomber (Image 4)
contemplating the consequences of her actions éefating, question the FLN's terrorist tactics.
Interestingly the boy held greater importance i dhiginal screenplay. Solinas and Pontecorvo
intended to include the boy purchasing ice-creath Wis parents, as well as a shot of his corpse
after the explosion, but Kasbah Film, who read 4bmpt before production, demanded that all
shots of the child be cut—Pontecorvo explains thid Fdid not want to appear like criminal&>
What remains from Pontecorvo’s negotiation withrigducer is two shots of the boy eating ice
cream at the café. In these moments the viewempgks the boy’s fragility and mortality, while

the reverse shots of the female bomber demonstratgravity of her decision.

Pontecorvo did not choose to portray the bombenigi turmoil with a maléeedayeeA
feminine point of view enhances the ambiguous ewnstany guerrilla committing a mortal act
might experience. Because the woman appears sancorgly European in her disguise, and
because she is of an appropriate age to have sdifidaan element of filicide emerges in the
act of bombing. While a male warrior contemplataghild’s death might be understood as

feeble and ineffective, afedaeey&® glance emphasizes her caring, maternal instinct

8 Cavaglia, Francesca. “A child eating an ice-creafote the explosion: Notes on a Controversial saefide
Battle of Algiers’ P.O.V.: A Danish Journal of Film Studi28 (2005): 4.
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demonstrating that her anger towards colonialisrpasses this primal feminine impuf§erhe
scene fueled much debate during the filming antingdi{Kasbah films begged Pontocorvo to
edit the shots even days before the Venice Filniiesvhere it won the Lion d’Or). Although
cuts diminish the boy’'s minor part, moments betbi@ explosion, his youthful image heightens

the complexity of the female bomber’s role.
Petit Omar

Although Le Petit soldatand Muriel have no child actors, the child is an important
element in neo-realist pictures, perhaps explainiity Pontecorvo, notably influenced by
Rosellini, chose to insert such an effective medatatic symbol. In fact the French boy whose
death is imminent is not the sole child death;tF@mar (Mohammed Ben Kassen), who looks
around ten and historically died at twelve, playsrominent role in the film’s plot. Early in the
film’s flashback Petit Omar runs a message to Apadinte. However Lapointe is illiterate and
depends on the child to read the message. The ®ashia boy then proves his loyalty to the
cause and Lapointe, who entrusts him with moreamsipilities. Although Petit Omar speaks
rarely, he represents Algeria’s hopeful futurethis way, his presence behind the wall with Al
Lapointe intensifies the bombing. Moreover, theeéhaccomplices, a child, a woman of child-
bearing age, and a young man, resemble a familyhiSextent, the accomplices, emblematic of
the revolutionary family, accompany Lapointe in tgadom. Although Petit Omar historically
worked for the FLN and did die hiding from the Febmmilitary with his mentor, cinematically
his character serves to enhance the viewer’'s saspeuaring the long flashback. As the boy

eating ice-cream indicates the inter-generatiomalsequences of a terrorist act, the image of

# For a discussion on the importance of casting & mhild, see Chapter 4’s analysisMithou d’Auber
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Petit Omar’s youthful face behind the wall, weighs silence of Ali Lapointe with the sacrifice

of a child.
The Finale

Despite the film's generally even-handed approazhrecent Algerian historyla
Battaglia di Algerisways towards a celebration of independence anits when it suddenly
leaps forward to December 1960. The mass of Algepeople surprise the diegetic spectators,
the journalists, as well as the film's public. Oslgconds after we see Col. Mathieu congratulate
the French military on their success at the enti9&f7, we see an immense spontaneous protest
in the street. Armed soldiers and police shootgsters and use tanks to push the people back.
Yet even violence does not quell the people’s esitam for independence. A voice-over that
we realize later is a French journalist on thepletmne comments that the Algerian people began
the uprising suddenly without warning. As Nichokarrison explains the ending, “falls outside
the film’s main narrative arc®® Thus, he concludes that the celebration’s relatignto the rest
of the film is not obvious or plot driven. This &ile acts as a coda: the French win the battle of
Algiers that lasts for the majority of the film, ththese 7 minutes push time forward, revealing

that the people’s will prevails, even after miljtatomination.

Women preside over the film’s final minutes, maspecially through the sound of their
cries. The females undulate wildly in the streat the high-pitched vibrato scream asserts their
cultural and sexual difference as well as theiafaitvictory. In this way, the indigenous women
dominate the sound and demonstrate their tenahi#®ysound recommences directly after the fire

of machine guns. We hear a journalists voice dbsecrtheir voices: “Et ces cris

8 Harrison, 400.
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incomprehensibles sont encore entendus.” Wheread\ltierian cast previously appeared as a
chorus, they have now transformed into a balledtShighlight women dancing with abandon in
the streets. The final shot of the film depicts em@aman waving a flag, who despite several
attempts by police to push her back continues dgnfarward (Image 5). In this way, though the
narrative concentrates on male leaders, a nameteigenous woman plays a symbolic role as
the embodiment of a new nation’s independence hadperseverance that the battle against

colonialism required.

Reception in France

Unlike Le Petit soldatLa Battaglia di Algeriwas never censored by an official or
national organization. The Pontecorvo film was eaéter the war, when the official censure
lightened its treatment of political content. Howewthe film did not premiere widely in France
because individual theaters refused to screen itergpied noir and imperialist groups
threatened cinema ownéfsNot only were French movie theaters attemptinguoid scandal,
French interest in the film at the epoch was lowl agviews were negative. A film deemed
unprofitable would not be worth risking an attac&ni the OAS. Furthermore, Patricia Caillé
argues that the film culture of France in 1966 p&aalargely by the New Wave, embraced the
auteur theory and a new national film pride. Although gla&s Rivette praised Pontecorvo’s
concentration camp drami&apo (1961) inLes Cahiers du Cinéméhe lItalian director had made
only one other fiction film beforea Battaglia di Algeri.Thus, Gillo Pontecorvo was an outsider

to France and to thauteur system, despite the ironic fact that, like thenEle New Wave,

¥ Benjamin Stora “Still FightingThe Battle of AlgiersCensorship, and the ‘Memory Wariyterventions9.3

(2007): 365-370.
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Pontecorvo’s work shows the enormous influencetalian neo-realism. However, because
Pontecorvo uses elements of this style to portnayFRrench military, French critics viewed his
Italian nationality as an othering factor. Aftei, dla Battaglia di Algeridoes not take a

colonizer’s point of view, and as the closing ssemalicate, prefers the FLN. In this way, the

Italian lens others France.

When the “radical” Italian understanding of Fremefolvement in Algeria won the Lion
d’or in Venice over two features by Frenahlteurs (Francois Truffaut’'sFarenheit 451and
Robert Bresson'®\u hazard Balthazar Truffaut publicly left the auditorium. Naturallylean
Narboni’s review inLes Cahiers du Ciném@avhere Truffaut wrote before becoming a director)
sides with the New Wave. Narboni suggests thatntleédiocre film won the Lion d’Or at the

Venice festival only because of its controversy.vities :

Un certain nombre de menus incidents ... entourentildie d’'un halo bien
injustifié de scandale et de subversion. Outrelgjuiscréditent la délégation
francaise, ils eurent pour effet de contribuer, par processus d'irritation

réactionnelle bien connu, a l'attribution du Liowd®’

Perhaps the “menus incidents” are OAS threats nadbeaters, or the scandal thle press
surrounding purported torture in papers suchLdasumanité However, by mysteriously
referring to historical matter as “menus”, Narbtmvializes its importance. In fact, if Narboni
insinuates the limited press exposure of Frendlr®in this statement, he purports that the only
significance of these “menus incidents” is to stéal Lion d’or from a French feature. Narboni

further suggests his nationalist slant when criigj the lack opied noircharacters in the film.

87 Jean Narboni, ka Bataille d’Algerde Gillo Pontecorvo (Algérie) bes Cahiers du Cinénik83 (1966) :25.
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In 1971, after much debate concerning films certsarehe pastl.a Battaglia di Algeri
was due for a second, more widespread releaseeRevhis time around were more favorable,
and Pontecorvo’auteurstatus improved as he released a new fdorn!, shortly before the re-
release ofLa Battaglia The 1971 release of the film was part of a langaional discussion
concerning the Algerian War and the unofficial bhagnthat took place during the conflict.

Caillé describes the new national mood:

Thus expressing support for the film became a meapsove that ‘a nation must
take responsibility for its own history’ and thditet national community was a
‘mature people’ (‘un peuple adulte’) able to risgmae the division and prejudices

cause by this now resolved conflict®..

In anticipation of the 1971 releadepsitif published a statement, “Pourquoi vous n’avez pas vu
La Bataille d’AlgeP” chronologically listing steps taken by anti-ceresactivists. However the
magazine refused to promotea Battaglia di Algeri in the declaration explaining, “Nous
n'entendons pas prendre position sur le film lummeé€ Even thoughPositifs document
remained neutral, their discussion lod Battaglia required a defensive statement about the
Algerian War's lessening relevance : “les problemieda guerre d’Algérie ont —avec le recul du
temps—beaucoup perdu leur impact” In this way, ghblication continued its rejection dfa

Battaglia di Algeri

% patricia Caillé, “The lllegitimate Legitimacy dhe Battle of Algierén French Film Culture,Interventions9.3

(2007): 379.
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In the spring of 2004, Cannes film festival screkbha Battaglia di Algerias part of a
classics showcase. In September of the same hediilmh hit French movie theaters for the third
time, and Criterion globally released a 3 DVD sktwd about the film. Finally, in November
2004, the renewed interest i Battaglia di Algeriprovoked its television premiere drte.
What caused the new French fascination with a 48 gl film? Scholars such as Benjamin
Stora and Patricia Caillé point to the Pentagonisening of the film as a pedagogical measure
to understanding guerrilla warfare in the wake rafgl True, torture, its use, and the military
procedure against third-world guerilla tactics tgdia global debate provoked by the Iraqg War, a
war of which the French state vocally disapprotédwever, in comparing the FLN to terrorists
in Afghanistan and Iraq, “all historical distinati® are elided to leave only one essential element:
that in both cases the insurgents are MusfitiAlthough Yacef Saadi admitted to benefitting
from the Petagon’s promotion of the film, he comtedn « Il n'y avait aucune comparaison a
faire entre une guerre de décolonisation et uneatipé de changement de régim& %hus, the
film’s new-found notoriety is also the result ofcantemporary segregated view of Europeans
and Muslims, incited not only by Middle Eastern fliots, but by racism and economic disparity

in France. An emergent understanding of blamlieueas a colony increased the 1966 film’s

¥ Michael Chanan, “OutsiderBattle of Algiersand political cinema,Sight and Sounil7:6 (2007): 39.
% Tewfik Hakem, « Yacef Saadi, commandant et producté.e MondeJune 13, 2004, May, 13, 2011

<http://abonnes.lemonde.fr/cgibin/ACHATS/ARCHIVESthives.cqi?ID=e€9417a0806e1c0cf583eb48aa73f59e2b7

9f76473e8eff99.
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relevance, especially considering the large nundfeAlgerian immigrants and descendents

housed in theités*

Despite the French press’ general dismissal ofibmeupon its original 1966 release, it
only gained popularity and influence in subsequgsdrs, as many lauded its blurring of
documentary and fiction. Even thoudles Cahiers du Cinénsaoriginal review of the film
condemned its attempts at realism, by now the Vilas heralded bi.e Pointas “un document

historique®?

and byLe mondeas objective; Florence Beaugé writésy Bataille d'Alger n'est
pas un film de propagande. Il ne glorifie ni lesum les autres et montre les victimes de la
violence des deux coté®® Therefore, the film’'s rerelease requireds Cahiers du Cinérs
attention, which resulted in a special ten-pagesidosncluding several articles, and a still from
the film on the September cover. “Quarante anssipsea conversation between philosopher,
Marie-José Mondzain, French-Tunisian writer, Abdehab Meddab and the journal editor Jean-
Michel Frodon. The article, as the title suggestontextualizes the film in the present.
Therefore, the commentary dwells on the film’s tielaship to future violence in Algeria, the

Middle East, and the Frendbanlieue rather than on the representation of decolonimatio

Meddab says, “Il y est devenu une référence potitidlitaire. Et c’est bien en tant que référence

* Nicholas Bancel, Pascal Blanchard, Sandrine Lam@iiieer Barlett, La Fracture ColonialgParis : Editions
découvertes, 2005).

92 « La Bataille d’Algers» Le point13 May 2004, 16 June 201 htp://www.lepoint.fr/archives/article.php/28692

% Florence Beaugél 4 Bataille d’Alger Premiére sur le réseau hertzien » 31 Oct. 2004ay 2011

<http://abonnes.lemonde.fr/cgibin/ACHATS/ARCHIVESthives.cqi?ID=210e2961570d150739cf9496ab551cae?

3120096ddd04e65
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positive que le terrorisme est revenu en Algériesdas années 1998"He continues that the
film legitimizes «sans réserve le terrorisme judqBen Laden compris® and when
commenting on the sacrificial element in the MillarBbombing sequence, “A mes yeux, il
montre que la logique terroriste reste la méfién’ general the trio does not discuss the film’s
aesthetic qualities but rather its responsibilityimspiring terrorists. They neither discuss the
film’s original socio-political context nor the fil’'s depiction of military torture, an actuality
during the war. Meddab almost suggests the conakefiaicture coloniale(that thebanlieues
resemble colonies), but says that biamlieueinheritsla tentationislamistefrom the film, rather

than an unfortunate power dynamic.

Perhaps it is unsurprising thags Cahiersvould ask Jean-Luc Commoli to write a 2004
review of the film, as he was once co-editor ofjthenal with Jean Narboni, who wrote the first
Cabhiersreview of the film 1966 In this way, in spite of the 40 years (or rath@y that passed,
the journal remains consistent, unswervingly negasibout the Italian film that competed with
the New Wave in 1966. Unlike Jean Narboni, JeanCamolli was born in Algeria tpied noir
parents in Phillippeville, which might explain hirticular defense of the French characters.
Although Comolli's article, “L’attente du prochaiooup,” primarily discusses, as the title

suggests, how the film overly manipulates our etqieans, he also comments on the scenes of

* “Quarante ans aprés: Conversation entre MarieNlos#izain, Abdelzahab Meddab, and Jean-Michel Frpdon
propos dd.a Bataille d’Alger, revu d’aujourd’hui, »Les cahiers du ciném&93 (2004) : 68.

% « Quarante ans apreés », 68.

*® « Quarante ans apres », 67.

*’ Together they authored the Manifesto “Cinéma, Idgiel, et Critique” which put the magazine in Mabterms

and drew on psychoanalytic language in an aut@iagtManifesto.
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the women bombers and their cruel representaticdheofrench. He does not mention the boy

eating ice cream.

Si les victims européennes (les ‘méchants’) soditvidualisées, c’est sans doute
pour conduire le spectateur a jouir davantage eassacre. Mais il n’est pas
indifférent que ces méchants » nous soient mgrérént de mourir, en train de
profiter (encore un peu) des menus plaisirs dedaeloniale : alcool, tabac, cha-

cha-cha et drague®.

Although Comolli does not reveal how he would prefe film to depict the French community
in Algiers, he finds their celebratory mood—a natupne in cafés—too symbolic of colonial
privilege. In fact, because the tone is natura tafé, Comolli is actually attackirige mise-en-
scéneand, because this is based on historical evdmsfacts of the bombings. Although some
of the titles of articles in the 2004 issue (“QadHistoire” and “Quarante ans aprés”) appear to
describe a new reflexion on the film, Comolli'sielg keeps the tone dfes Cahiersclearly
based on a past dialectic loh Battaglia di Algeriversus the French New Wave. The article’s
real innovation is to argue that the film encousaged teaches Islamic terrorism, as well as riots

in thebanlieue
Conclusion

The lack of visible torture iMuriel and the torture sequencesLia Petit soldatandLa
Battaglia di Algeriall represent specific moments in the French fianan and cinematic psyche

that reappear in the post-2005 treatment of theerdg War. Therefore in this chapter’s

% J.L. Comolli, « L'attente du prochain coupd,es Cahiers du cinéma93 (2004) : 71.
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conclusion, I will preview some of the ways theaerity-first century flms make reference to
the seminal 60s features. Although the films weryeseen widely in France, tloméphilepublic
was and continues to be aware of these works, detmaded by the directors depicting the war-

era who make intertextual references to the 60ssfil

As the Algerian War drifts further away from thepular conscious, memory becomes a
more important aspect in war depictions, augmeigdhe aging and death of those who
remember the war as veterans and as media witnéssBattaglia di Algerialters time to create
suspense and provide resolution; the majority effttm is a flashback, and the ending takes
place several years after the main events. Howagelrmentioned when analyzing the film, this
flashback can also be understood as a symptomstftauma, indicative of the suffering of the
Kasbah community and the larger indigineous popmnatAs | will discuss in Chapter 2, both
Cachéand Mon colonelutilize this same flashback device that servesréate suspense but

simultaneously evokes a post-trauma of the wanoderi

In fact because of post-Vietham war interest in B;T&d a more recent surge in trauma
studies,Muriel ou le temps du retowesonates loudly with the twenty-first century.eTimow
widespread understanding of the difficulty of vates to reenter society allows for a twenty-first
century vulgarization oMuriel’s highly cerebral discussion of post-trauma. lctfpost-trauma
becomes a primary theme of recent Algerian-war mat& discourse: we witness soldiers
fraught with the trauma of torturing in bollon colonel andL’ennemi intime While the script
of La Trahisondoes not allude to the main characters torturing,unsaid practice and the lack
of torture imagery recalls the coding practicedthy military and the censorship in France. In

this way,La Trahisoninvokes Alain Resnais’ banned feature.
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2007 permits a mainstream study of the Algerian Wat was not possible in 1960.
However, like Godard’s 1960 film, Florent Emiliori& L’Ennemi intimereverses the stereotype
of Algerian-war torture, and in one scene an Am@tutes a French soldier. Though many factors
delineate the scene’s realism (the Arab is a h#rkisoldier asks to be tortured and is drunk), the
fundamental difference in their status and racerdiats the spectator and poses the same
guestions about the absurdity of torture. Furtheemtihe image of a French man tortured by an
Arab sympathizes with Francke Petit soldds attempt at objectivity and distance doubtlessly
influenced the work of Mehdi Charef, who referen€asdard in his other films. Despite a
stylistic tendency that aligns with neo-realism endghan with the New WaveCartouches

gauloisesshares the same emphasis on duality and the ritytofloss in war’’

While La Battaglia di Algeriis the only non-French production concerning thgeAan
War that my dissertation addresses, it had an emgsneffect on the French cinematic
representation of the war. In part due to the ®instyle, La Battaglia di Algeriis often
understood as a documentary; in fact, several g#nst century French documentaridses
Porteuses de fe(2008) andL’Avocat de la terreu2007), utilize the scene in which the FLN
feyeedaatdress as Europeans before bombing French estaleldbnas verification of the
historical acts. This blurring of documentary amtién helped_a Battaglia di Algerito become

symbolic of the war itself—any director approachihg Algerian War as subject matter must

* The dissertation’s twenty-first century focus dengthat | mention Claire DeniBeau Travai1999), a film
Justin Vacari calls “a revisionist sequel’lte Petit Soldatin Beau Travail Denis recasts Michel Subor as Bruno
Forestier, who is now a senior military officialtine 13" Brigade of the Foreign Legion in Djibouti. In thigy
Beau TravailproveslLe petit soldat relevance at the end of the twentieth centurg, fdis of ambivalence and

interrogation.

77



first study Pontecorvo’s docu-drama. WhNéon colonelpays homage tha Battagliain a
similar montage sequendea Trahisonrefuses to reenact the torture for which the Alyervar
has become known. This absence of tortudeailrahisonreflects the visual enigma at the core

of Muriel.

The children in the recent Algerian war films dersibate an aging population’s need to
remember the war taking place during their childissethis cinematically causes affect through
sentimentality, and nostalgia, and is paired widshbacks inCaché. Aspects of neorealism
found inLa Battaglia,continue in Mehdi Charef’s depiction of childrenGartouches Gauloises
(2007); both Omar of the Pontecorvo film and Ali @haref's, represent the nation’s future.
However,Michou d’Auberremains an anomaly in this dissertation, as theente of the three
60s films discussed in depth is not initially apgar Instead we more obviously recall another
60s film, Le Viel homme et I'enfar(t967), concerning the Second World War. Yetsithis
history of the Algerian war in cinema, principattye most famous film concerning the conflict
with its emphasis on torture, and the intellectdalv Wave films thaMichourejects. In order to
make the Algerian war-era a family film that enfescintegrationMichou utilizes the child
figure not as representative of a new nation buhefideal, integrated immigrant. In this way,
the charming, innocent, child that utilizes hiseliggence for independence ira Battaglia di
Algeri appears as incapable and vunerablblichou d’Auber made suitable by French parents

i.e., the French state.

Each of the directors | interviewed, Florent EmiSai, Laurent Herbiet, and Phillippe
Faucon were each extremely aware of the historth@fAlgerian War in French cinema, and

specifically of these three 60s films. Thereforesubsequent chapters, | frequently refeLéo
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Petit soldat Muriel, andLa Battaglia di Algerj noting instances when directors reference the
60s films, or pose a similar scenario with a slghar strikingly, different approach. In this way,
the dissertation grapples with the complexity ofpideéng the Algerian war, and how
contemporary politics and progressions in visug@resentation alter the initial problems of

depicting censorship, violence, and nationalism.
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Le Petit solda{1963) Dir. Jean-Luc Godard

=

Al A.2

The FLN pair planning their kidnap of Bruno ~ The OAS-like pair anticipating their capture of
on a boat. Veronica.

A.3 A4

After Veronica answers the door, the French pair One of the French pair, running and contrgllin
to take her. Veronica's movements.
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Muriel ou le temps d’un retoyd963) Dir. Alain Resnais

Robert Bernard

81



La Battaglia di Algeri(1966) Dir. Gillo Pontecorvo

C.2

Both stills of the prisoner who leads the army t lfapointe, and a prisoner who appears twice ia tibrture
montage, display a tear falling down the right ¢hee
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CHAPTER 2 Caché and Mon colonel: The PTSD flashback

The plots ofCachéandMon coloneldepend largely on the cinematic flashback to éeliv
missing narrative expositiotdowever, the flashback proffers more than narratadglitionally,
it evokes the psychological flashback—repressed ones from the past that interrupt the
present, a symptom of post-trauma stress disoRIEBD). InCachéandMon colonelfflashbacks
expose the once repressed memory of the Algerian™Mms connection between cinematic and
psychological flashback is not incidental, for actf the etymology of the flashback derives from

cinema. Maureen Turim writes:

The term flashback was first used in its senseanfative returns to the past in
reference to film, rather than other forms of stelting ... It has now been
adopted by psychology to refer to the spontaneeaallrof a memory image,
especially in the context of a war trauma, in whatidiers are said to have

‘battlefield flashbacks®®

This profound relationship between film-editing ahd public perception of PTSD is especially
relevant to a discussion @faché(2005) andvion colonel(2006); although the narrative present
of the films suggests the films’ release date, Alhgerian war of forty-years past resurfaces

within the films as a once (collectively) represseeimory.

In “Drawing Trauma; Visual Testimony i@achéandJai huit ans” Guy Austin borrows

largely from Cathy Caruth to mobilize memory-traumathe drawings of Michael Haneke’s

1% Mareen TurimFlashbacks in Film: Memory and Histo({ew York: Routledge, 1989) 5.
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2005 film as well as a 1961 documentary short byiéR&autier’®* Though Austin’s
psychoanalytical approach @achéis indispensable, his essay does not thoroughipepthe
film’s structure. The cinematic flashback alterg thlot, and in botfCachéand Mon colonel
implies trauma, posing questions of verity and dayt The vast differences in film genres and
styles must be considered to explicate how théhlflask emblematizes PTSD in both films—
Cachéis an art film directed by an established Austidaeur, whileMon colonelfits into the
postmodern history film genr& Therefore, the flashbacks bfon Colonelare more overt than
those ofCaché in Cachéthe protagonist has four spontaneous childhoaghlflacks; inMon
colonela present-day military detective reads four joumraries written in 1959 by a French
soldier stationed in Algeria that are presentedflashbacks. Despite the films’ structural
differences, both discuss the post-trauma of tlgeddn war by contrasting the past struggle for
colonialism with a troubled present. The plots loé films center on a mystery, and through
flashbacks, the audience searches the past fontaraporary criminal. Hence, the relationship
between the Algerian-war era and the present isugitob with the effects of trauma, not

excluding crime and blame.

191 Guy Austin, “Drawing Trauma; Visual Testimony@achéandJ’ai 8 ans” Screen; the journal of the Society for
Education in Film and Televisiod8.4 (2007).

1% n Visions of the Pasffhe Challenge of Film to our Idea of HistoBpbert Rosenstone describes the film
Walkeras a post-modern history film. He writes, “a g@adit of the film’s truth stems from its unusual nagive
strategies—strategies that challenge the ‘realiboth written history and the standard dramatidacumentary
historical film. Strategies that expand the vocabyuin which history can speak. Strategies thatewee interested
in labels, we might wish to name postmodern.” RoB&isenstonéyisions of the PasiThe Challenge of Film to

our Idea of HistoryBoston: Harvard Universtity Press, 1998) 133.
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Pioneering psychiatrist Pierre Janet (1859-194ff¢rdntiates memory as narrative or
traumatic. According to Janet, thmumaticmemory fragments an overwhelming experience, so
that only segments of the event are rememberech Wé traumatic memory, amnesia often
consumes the individual’s ability to contextualthe shocking past with the present. By contrast,
the more flexiblenarrative memory places the painful remembrances into glster allowing
one to regain a chronological view of events. Thal @f post-traumatic rehabilitation is thus to
give such a traumatic memory a narrative. Janelagmgthat “Narrative memory, a uniquely
human capacity, consists ofental constructswhich people use to make sense of out of their
experience®?In other words, the structure of narrative memaigs in understanding how and
why the traumatic incident occurred. Thus narrativemory halts the dreams and flashbacks
which replay the shocking event—an event so digtgrithat it was incomprehensible when it
happened. BotiCachéand Mon Colonelrely on flashback narrative structures to expéciite
Algerian-war era, thast has been nearly or comiglébegotten by the characters in the present.
Diegetically, the films’ plots work as the narraimemory, rescuing the incomprehensible terror

visible only in flashbacks with a clear contextaation: time, place, and order.

At the conclusion oflLa Gangrene et I'oubli (1991) Benjamin Stora adopts
psychoanalytic terminology to explain France’s axdt repression (“refoulement”) of the
Algerian war. However, Stora negates the possjbdit a return of the repressed (“retour de
refoulé”). Instead, he argues that France contibespress and reignite suffering specific to the

Algerian war in acts of racism. He writes, “Cetteatrice narcissique se voit dans la volonté de

1% E. van Alphen, “Subjects of Discursivitytts of Memory: Cultural Recall in the Preseuts. Mieke Bal,
Jonathan Crewe, Leo Spitzer (Hanover: UniversigsBiof New England, 1999) 36.
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rejouer, répéter, faire revivre les années de guemndeed, there are elements of repetition in
CachéandMon colonel as in all prior Algerian-war films (films aboutawintrinsicallyrejoue
andrépétebattle theatrically). However, the flashbacksCafchéandMon coloneldo more than
repeat the past, they also break amnesia, or t&tma’s terminology these films punctee

gangréne et 'oubl®

Stora observes an amnesiac French society whaskse “Les Francais,
dans leur majorité, refusent-ils de se souvefirThe films of 2005 suggest a cultural shift.
Although Stora claims that France overcame thedbgdgeria through repression, the reflective
films and literature about the Algerian war sin@91 (the yeala Gangrene et I'oubliwas
published) attempt to place the post-trauma imaraative, fracturing the repression. The use of

the flashback irCachéandMon colonelfurther queries amnesia and more generally, amalti

post-trauma associated with the Algerian \WAr.

1094 « Tout un ensemble subtil de mensonges et delesfimmts organise la “mémoire algérienne”. Et cette
dénégration continue a ronger comme un cancer, @uma gangréne, les fondements mémes de la société

francaise. » Benjamin Storea Gangrene et I'oubl{Paris: Broché, 1991) 8.

1% Stora, 269.

1% The only previous Algerian-war fim to use thesfiack isL’honneur d’'un capitaine(1982) by Pierre
Schoendoeffer. However, flashbacks in this film @oé traumatic memories. In this courtroom dramar, veterans
defend their departed captain and remember hisdmerim flashbacks at the starduriel ou le temps d’umetour

(1963) directed by Alain Resnais and written bynJEayrol shows a veteran traumatized by his pattarAlgerian
War. Instead of flashbacks, the veteran watchessfihe made with a super-8 camera during the warieMthe

woman he saw tortured and killed, still hauntsdadasciousness. The absence of images of Muridiarfitm and

her violent death, symbolize the censorship ofAtgerian War.Mon colonelandCaché reverseMuriel’s approach
to addressing post-trauma and censorship by visdalpicting the flashback and the traumatic evidetzertheless,

the events that traumatize Majid and GeorgeSadnhéare contingent on the supposed murder of Majidiepts by
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Mon colonel

The film Mon colonelis based on the 1999 novel of the same name wiigélumanité
journalist Frank Zamponi. Although several minoteedtions between novel and script take
place, the plot is generally similar. This is thestf feature length film directed by Laurent
Herbiet, who served as an assistant director ard #treenwriter on several recent Alain
Resnais films Coeurs Les Herbes Follgsas well as numerous television films and minieser
After Herbiet directedMon colonel he directed a film for Canal + on De Gaulle’sgency
during May 1968. Herbiet was especially interestethe Algerian War, because his father had
served during the 50s. When he read the novel Inypdai, he was searching for his first full-
length film to direct, with Costa-Gavras as produdgenerally, the film received very favorable
press from both specialized film magazin€alfiers du Cinéma, Positifand widely read
newspapersLe Monde Le Figarg. In fact, critics directly addressed the filnggbject matter,
and congratulated the fine performance of a gergraDlivier Gourmet, Héléna Villovitch of
Elle writes, “Olivier Gourmet en colonel pervers, it e€lectable *°’ Jérome Provencal finds
that the film’s realism trumps the problematic s (which he recognizes as 1993), “La
construction du film est par trop schématique. Maidorce de conviction est bien réelle. Si les

scenes de 1993 souffrent d'une relative facticit¢ ¢elles du passé bénéficient d'un rendu

Parisian police, and there are no images of thaxdy. In fact, the Paris massacre of OctoberlPB1 is only very
briefly mentioned. Elizabeth Cardonne-Arlyck argtleat in this manneiCachéis similar toMuriel in that both
films repress the primary source of trauma. Elizak@ardonne-Arlyck, “Espaces muets et intimité pese; De
Muriel (Resnais 1962) @aché(Haneke, 2005),Contemporary French and Francophone Studi2® (2008): 265-
275.

197 Hgléna Villovitch, ‘Mon coloner’ Elle, 2006.
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réaliste optimal. 3¥° Nevertheless, the film failed at the box officaréng only 26,436 ticket
sales in its first week and plummeting afterwam®ying the French public’s disinterest in the
cinematic investigation of the Algerian War. Insttstudy, | will analyze the form dfion
colonel(letters to a father presented as flashbacks) tover a text similar to Freud’s “Father
I’'m burning” dream, in which a father suffers frahe post-trauma of suddenly losing a son and
being incapable of preventing his untimely deathuill explore both the dream recounted by
Freud, and Lacan’s interpretation, which emphasiges trauma of awakening, before

investigating symbolic aspects in casting Charlesaour as the MIA soldier’s vengeful father.

Plot Summary

At the beginning of the film, Colonel Duplan (Okvi Gourmet) is murdered. Duplan, a
famed general during the Algerian war who impleradniiorture as a procedure for obtaining
information, is found shot, shortly after he rebsikBresident De Gaulle and Algeria’s
independence decades after the war on nationaigiele!%® A team of military detectives’ only
clues are the World War Il era bullet that killedigdan and several packets of photocopied

journal entries that they receive during their sbdor the assassin. Lt. Galois (Cécile de France),

1% Jérome ProvencalMon colonel: La guerre d’Algérie fabrique les tortionnairekg’ Monde 21 Nov. 2006, 16,

May, 2011 < http://abonnes.lemonde.fr/cinema/at&006/11/14/mon-colonel-la-guerre-d-algerie-fabeiglie

tortionnaires_834330_3476.html#ens_id=829487>.

'® The character of Raoul Duplan is clearly based enggal Jacques Massu, who implemented torturaiktary

procedure during the Algerian conflict. In 1972ile promoting his booK,a Vraie Bataille d’Algey Massu
justified his decisions and criticized De Gauller@tional television.
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a young and slingaming is in charge of reading the photocopies, andossis the author to be
Guy Rossi (Robinson Stévinin), a MIA lieutenant,onderved under the famous colonel in 1954.
The flashback device renders the journal entriedweng the war in black and white. In contrast

the film’s present (or possibly the 80s), is codedolor.

The flashbacks show Rossi’s introduction to Coldbeplan, whose name indicates his
straightforward approach® One reason why Rossi enters the military after Eskool is
because he idealizes his , who fought in the Rewist Furthermore, he read that the French
presence in Algeria was a “pacification.” Howevas, Rossi becomes more entrusted to torture,
his father’'s honor becomes compromised. Duplarebes that psychological warfare is logical
and necessary in regaining control of Algeria. Tigtwout the film, Rossi oscillates between
respecting Duplan as an authority figure and feebatrage at his policies e.g. displaying the
indigenous dead in the town as a warning, as vedibduring and killing suspects. Intercut shots
in color exhibit Lt. Galois’ frustration with ther@agonist in the flashback as he becomes
increasingly entrusted to commit torture and mundgleder the guise of “maintenant I'ordre”.
Journal entries show Duplan’s anger at Rossi whoines less reliable, implying though never
stating that Duplan orders Rossi’s execution. Hs¢ journal entry that Galois reads closes with

“Papa je t'embrasse.” Thus the probable assas<tolwinel Raoul Duplan is now revealed to Lt.

Y10 1he third definition ofplan in Le Nouveau Petit Roberédition 2002: “Projet élaboré, comportant une suite

ordonnée d’opérations, de moyens, destinée a @itteim but.”
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Galois and to the spectator. Lt. Galois and hetazaghen travel to a country home, where the
father of Rossi (Charles Aznavour) instantly coséss Rossi's father explains that Rossi mailed
his journals in a box to his friend Eric, askingtio forward the box to his father if he did return
to reclaim it. The friend only remembered Ros&iéx decades later when viewing Duplan’s
controversial television appearance, and so marysykter, he sent the journals to Rossi’s
father. When Rossi’s grieving father finished readihe letters he approached Duplan and shot
him with his own gun. After Rossi’'s father admits the murder, he asks if the military

representatives will arrest him. They inform hirattthe police will visit the following day.

The Wish Fulfillment of Letters

Sigmund Freud recounts a dream told by a patientatfeer's dream of his recently
deceased son—that resonates with the traundaoof colonel**! Freud uses this dream as an
example of how even a dream in the guise of a filoircumstance represents desire. Freud

recounts the following: A father, sad and fatiguedho watched over the bed of his feverish

s necessary when comparing a film and a dretudied by Freud to mention Jean-Louis Baudry. “The
apparatus theory” developed by Baudry reads thalitiptof the cinematic endeavor as an instinctuglinn to
dreaming, and to the prebirth state of the womthéetinematic apparatus reproduces the psychicarans
during sleep: separation from the outside worldhibition of motoricity; in sleep, these conditionausing an
overcathexis of representation can penetrate theesy of perception as sensory stimuli; in cinethae, images
perceived (very likely reinforced by the setup loé tpsychical apparatus) will be the same as thahefsensory
images of dreams.” Jean-Louis Baudry, “Ideologefécts of the Basic Cinema ApparatuBjim Quarterly, 27:2
(1974-5): 21-4.
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child until the child’s death, leaves his son’s ps@# with an elderly griever, as candles burn

around the body:

After sleeping a few hours (in an adjacent roone)fither dreamed th#te child
stood near his bed clasping his arms and callingreproachfully , “Father don’t
you see I'm burning?The father woke and noticed a bright light comingi
the adjoining room. Rushing in, he found the oldhraaleep, and the covers and

one arm of the beloved body burned by the fallems?

The father transfers the impression of flickeriigit coming from the candles in the next room
into his dream of fire. Although the image of tlwa $urning is gruesome, it nonetheless applies
to Freud'’s theory of wish fulfillment; rather thamwaking instantaneously to put out the flames,
the father keeps his son alive by dreaming of tpeaking and walking. In these few moments,
the father is able to continue sleeping (prolongstepp is also an important element of wish

fulfillment) while conceiving of the departed a#ldiving. **3

A similar pattern, perhaps most obviously, existsMon colone| as the film’s plot
centers ora father’s traumatic loss and his internal rep@titiue to his son’s death. Therefore, it
is fitting that the letters written by Rossi, whiahe explored cinematically through flashbacks

and thus may be referred to as such, enable #eier to imagine their author/narrator as living.

12 gijgmund FreudThe Interpretation of Dream@ew York: Barnes and Noble Classics, 2005) 403.

H3urhe efficacy of the wish to continue to sleep lie tmost easily recognized in the waking dreamschvisb
transform the objective sensory stimulus as to eelitdcompatible with the continuance of sleepyth@erweave
this stimulus with the dream in order to rob itasfy claims it might make as a warning to the outerld.” Freud,
449,
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Rossi's father replicates his son’s epistolary mesition by transmitting his son’s
correspondence to the military. Moreover, the rueshots of Lt. Galois who swiftly turns the
photocopied pages with growing concern, suggestnhifiese moments she imagines Guy Rossi
as a living being with choicés? Additionally, the MIA status does not announce tiéath.
Rather, it suggests that Guy Rossi lives as a tisarenemy of war. This adds suspense for the
audience: Will Guy Rossi grace the screen in cakr retiree? Or is he Colonel Duplan’s true
assassin? In this way the spectator becomes tlaerred letters (who was once Guy Rossi’s
father, and is currently Lt. Galois) embroiled ima&rative that represents Guy Rossi as a living
presence. Guy Rossi’s resurrection through fladkdaand letters also satisfies our wish
fulfillment: the string of letters allows the filto continue, (as sleep for the dreamer), and we

identify with Guy’s anti-torture stance.

The striking resemblance between the fair, sligiibrad Cécile de France and Robinson
Stévinin enhanced by the androgyny of militaryratind short haircuts, creates contemporary
reverberations in the flashbacks/letters. As LioBaroice reading the letter fades to Lt. Rossi’s,
the characters’ expressions of shock and sadnesalternated; a close-up of Guy Rossi in a
dumbfounded expression is often followed by a ieacthot of the equally distressed Lt. Galois.
When Rossi writes his final journal entry at hiskleLt. Galois also reads sitting at a desk, as if
she is situated across from the letters’ authoa@les 2 and 3). The mirroring becomes literal

when Lt. Galois enters the Rossi home and studstaait of Guy in uniform; the rack focus

114 The intercut shots of Galois encourage the speaddatarprise and distress. Although the black-anite film

signifies the past, the reader/spectator readfsasy is alive.
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concentrates on the reflection of Galois’ face he glass that protects the photo, and then
exchanges her features sharpening the black-an@-whage of Guy (Images 4 and 5). The
sequence at the Rossi home draws to a close withgasentimental glance between Rossi’s
father and Lt. Galois. The knowing eye contact camitates a mutual understanding, and
further suggests her as Guy’s reincarnation. Caredty, the narrative insists on the Algerian
war’s relevance to the current military, which sigty disapproves of past conduct in Algeria

and now identifies with the once-considered rébel.

The Trauma of Awakening

Although, the letters satisfy the reader’'s ancctgier's wishes of prolonging Guy’s life,
at their conclusion they induce trauma. Cathy Gepubbes Lacan’s analysis of the “Father, I'm
burning” dream to stress the trauma of Hwakening Contrary to Freud’s emphasis on the
dream's ability to prolong sleep, Lacan focuseshow the dream disturbs and awakens the
father. Caruth writes@wakeningin Lacan’s reading of the dream,itself the site of a trauma
the trauma of the necessity and impossibility spanding to another’s death® The words the
son speaks to his father, “Father, I'm burning,’revg@ossibly words the child uttered when
experiencing the consuming heat before dying frofevar. The repetition of this phrase in the

father's dream thus repeats the father’s failudee Tather'sawakeningsimilarly repeats the

15 \When interviewing Laurent Herbiet in June of 2008 explained to me that he intended the casting and
costuming of Lt. Rossi and Lt. Galois to have aramieffect. Lt. Galois was not a character in thiginal script or
in the novelMon colonelThe directoiCosta-Gavras, who produced the film, invented tleracter when refining
Herbiet's script.

116 cathy CaruthUnclaimed Experience: Trauma, Narrative and Hist(Bgltimore: Johns Hopkins UP, 1996)100.
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trauma of sudden loss; when the father sees hisisat again he must realize anew his failure.
In this manner the awakening from the dream matsifédse repetition of trauma, not unlike a

flashback.

A similar metaphoric awakening occurs when Guydredather concludes reading the
letters written by his son, and is suddenly stdrtig his son’s absence (temporally suspended
when reading his son's script). The father's immatdiconfession to the military outlines his
thought process. It was after reading his sonterne—the cinematic flashbacks—that Guy’s
father visits Duplan and commits murder. Therefdhe, true trauma for Guy’s father lies in
awaking from the dream-life of letters where hia s still alive. Thus, both the fatherMbn
coloneland the father in the dream, replay the desirave ¢he life of their child. Unfortunately,
the realism of the flashback/dream/letter preclutiesescue’s impossibility, or the child’s death,
increasing the shock of awakening. Does the naeaif Mon colonelallow for a post-death

justice to relieve the father’s guilt as well as #rench public’s moral qualms?

In Mon colonel,we never see a visual testimony of Guy Rossi'shdeAs such the
viewer’s identification with Guy’s father continuedor neither the viewer nor the father witness
Guy’s death. In this manner, the film’'s images lareted to the reader—originally the father,
subsequently Lt. Galois and the spectator—whoseepéon of the letters secures the agony of
wish fulfilment. The shock when finishing the r&agl of the letters is an awakening; the

absence of the corpse, in effect, shields the résmetator and allows Guy to retain his dignity.

Father as Nation

Guy Rossi’s father is indeed a suitable judge wdresents moral supremacy due to the
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script's insistence on his past as a Resistantgefighis confession monologue includes a
comparison of justice in World War Il and the Alger war. When General Duplan first meets
Guy Rossi, he questions him about his father’'s pastice. Guy responds, “Buchenwald, la
Résistance, Indochine.” General Duplan adds, ‘igéta aussi.” Colonel Duplan’s service in
World War 1l troubles the purity of the ResistanneMon colone] and it is never mentioned
again. The film omits a comparison of the warstuoe and interrogation techniques, and instead
dwells on their moral differences. Although Colobelplan and Guy Rossi’s father both fought
in two of the same wars, they cinematically repnéspposed laws of ethics. Colonel Duplan’s
participation in the Algerian war and his role asemforcer of psychological warfare distance
him from the fight against Nazism, and from his edary, the defender of Resistance morals,
Pére Rossi.

Furthermore, the casting of singer and actor Chaklmavour as the patriarch of French
ethics enhances the film's national uplift. Aznayaliscovered by Edith Piaf, is the most famous
living singer in France, and is known as a natidn@sure. Nonetheless, Aznavour’'s parents
were Armenian immigrants from Turkey, which comatis his Frenchnes¥.In an interview
with Le MondeAznavour said, Je me sens pourtant indissociablement francaisneéraen.

Comme d'autres se sentent basques ou bretbhkdcated in a combative religious zone,

17 Aznavour did not become an Armenian citizen uBgcember of 2008, but only weeks later he was natmed
nation’s ambassador to Switzerland.

David ltzkoff, “Armenia names Aznavour AmbassadoSwitzerland, NY Timedl3 Feb 2009, the NY Times
Company20 June 2008 <http://artsbeat.blogs.nytimes.contisvespeople/bell.html>.

118

Jean-Louis André, “Aznavour fidele a ses racinds tnondes May 1988, Le monde diplomatique, 20 June

2008
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Armenia was the first Christian state in 301 CEuth it is surrounded by Muslim neighbors
Turkey and Iraq. Thus, Aznavour represents a nafioti that maintains French nationalism and
liberalism. His Armenian sympathies and origin pldgm close to the Arab Other, though not
dangerously close, while his musical and film lgghave made him a household name in France
for generations'® The patriotic symbolism of Aznavour is literalljjarged with the ever-potent
memory of the Resistance—Rossi’'s father shoots @uplith World War I ammunition—
conquering the destructive, negating force of thgean war-*° The father in Freud’s burning
dream has no individual on which to blame his sal@ath, and thus becomes the guilty party. In
contrast,Mon colonelk narrative proffers General Duplan as a much-aedestapegoat. In this
manner, the French Resistance (and its cinemajaxcig debilitates nefarious memories of the

Algerian war.

<http://abonnes.lemonde.fr/cgibin/ACHATS/ARCHIVE&hives.cgi?ID=367f2eedcfae6c5df8806bca299a747807
1f2b86f71e88c3>.

191n 2002, National Front leader Jean-Marie Le Pen @nough votes to enter the second stage of ésidential
election. Aznavour publicly contested Le Pen, and\pril 30 sang the Marseillaise at a demonstratienPen was

a former parachutist during the Algerian War, dmel National Front’s ideology derives from the cadbn

experience and warfare in Algeria. In this manAanavour’s casting speaks to his public politicaifie.

“La France mobilisée pour un ler Mai anti-Le Pdre’monde, recit du service France avec nos cornmeggiots et

la promotion 2002 (Presse Ecrite) du CFéb. 5, 2002, Le monde diplomatique, 20 June 2008,
<http://abonnes.lemonde.fr/cgibin/ACHATS/ARCHIVE®&ives.cgi?ID394aa5e3231230fd6854123e5317d0e4bd

130752b6a>.

2% Although this article only briefly touches on theematic representation of the Resistance, LeaHdwitt’s

Remembering the Occupation in French Film: Natiokaintity in Post-War Europdemonstrates to what extent
French films encouraged patriotism and exaggerhiResistance.
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Conclusion ofMon colonel

Freud wrote about the burning dream nine yearsrbdiis own daughter, Sophie, died.
Lacan duplicated this foresight when reinvestigatime parent’s traumatic dream several years
before losing his own daughter, Caroline, in a ea&cident. Caruth explains that the
“transmission” between the two writers did “not st of a knowledge of death that could be
seen, but as a transmission of an act of awakénfhdt. is this insistent need @wakenas well
as torepeatthat inspired the authors’ prescient writing asdaund throughout the tradition of
psychoanalytic literature. The desire to reachuheonscious through writing passes through
generations, and reaches a larger community pagiegtions about trauma. This process is in
fact analogous to all endeavors that seek to utaderdoss, including films that interrogate past

wars.

The incentive behind the French Algerian-war filoigecent years derives from a desire
to awaken the public from censorship and disinteréhis is part of what Benjamin Stora

envisions as a larger recovery process:

Aprés les guerres cruelles et les massacres épwmines) vient le temps du
silence et de l'oubli apparent. Les acteurs derdgédie se taisent, préférant
recommencer une vie, poursuivre un projet internogr le conflit, construire un

avenir sans se retourner. Puis avec le tempsplegsirs reviennent, des paroles

21 caruth, 111.
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se font entendre. Ce processus fréquent dans lefitcamettant en jeu des

populations civiles, s’observe maintenant pouliguence de la décolonisatith.

The gap between Guy Rossi’s disappearance in thgeridh war and the Colonel’'s murder
represents the silent indifference that films sasiMon colonelnow attempt to efface. Just as
the father awoke too late to help his already dealdl, the Algerian war’s distance in time and
space hinders a solution to the guilt and an ethésgponse to torture. However, if films are wish
fulfillment as Christian Metz and Jean-Louis Baudnggest, the return to the Algerian war in
contemporary French cinema represents the desientter the criminal actions of the conflict
current and thus rectifiabfé® The fictional, righteous father of France that keres from the

repetition of the Algerian war reflects a largeside to eliminate France’s military and colonial

shame. In other wordMon colonelattempts to expiate a traumatized Frattée.

Caché

stora, 97.
1Z3«pvec ses images et ses sons veritable (exté)ielesfilm romanesque contribue & nourrir d’une stahce
supplémentaire et importée le flux fantasmatiquesuajet, a irriguer les figures de son désir, etfelst pas douteux
gue le cinema classique soit entre autres chosepnmatique d’assouvissement affectif. (Simplementp’oubliera
pas gu'il est loin d'étre le seul a jouer ce rofsstancien, qui n'a rien de vil; todietion—"fantaisie” chez Freud—
et méme dans les arts communément jugés plus naelktsaussi a cela, qu'un vain moralisme soucarifacade
voudrait opposer a I' “art authentique”). Christislietz, Le significant imaginairéParis: Christian Bourgois Editeur,
1977) 134,

12410 Mon colonelas in all contemporary Algerian-war films, tortugimentally harms the torturer, while the film

does not investigate the post-trauma of the todtufais concept will be further explored in Chaer
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Videos or Flashbacks?

Cachébegins with a long shot of a Parisian bourgeois édnom a gray afternoon (Image
1). A street sign reading “Rue des Iris” situates home on the wealthier side of thé"13
arrondissement and reminds the attentive viewer gdrden. Two dark green doors at each side
of the home recede while a large bush of a lighter dominates the frame. The bush rests nearly
a foot in front of the doors and overlaps theinfes, thus complicating any coming and going.
The bush is not a welcoming plant. Indeed it covansl obstructs the entrance with its
protruding branches moving softly in the breezedifidnally, a wire fence surrounds the left

door, securing the entranceway from intruders.

The bush is not the only greenery; hanging plantsfeowers at a nearby house are at the
left corner of the frame. English ivy winds arouhé windows of the central home’s third story,
giving the home a sense of history, reminiscentadiaditional library. Gardeners refer to
English ivy as a covering plant, and indeed thistfshot indicates the covering within the
pictured home. Tracing the bedroom window, the shelters this place of hiding with the
semblance of intellect. The ivy encases the roofguting its secrets, and distinguishes it from
the apartment buildings seen stretching aboveabk These apartment towers leave no room in
the frame for a sky, which would appear in an denaxtreme long shot. Consequently, there is

no escape from the family home.

Two cars are parallel parked in front of the house black and finer, one smaller and
silver with a dent in the side. Neither car drawsrgion to itself, and both appear typical in the
Parisian quarter. The camera continues to stayc satcredits in white are typed across the

frame from left to white. Although the names of ttast and crew are difficult to read, the title of
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the film Cachéappears slightly larger, yet still hidden in itdgrsess amongst the surrounding
words. Furthermore, the print of the film’s sigeidi—Caché—across the image of the home

specifies where a secret is hidden; bourgeois tiityg

The viewer suspects that once the titles are cdethléhe camera will move, and that the
action will begin. However, the camera stays pat] ao editing interferes. Finally a woman
exits the front door and turns right with a suitsasseconds later a bike rider glides by the home
and out of the camera’s view. Yet, the camera does stray to follow either person.
Consequently, the scene of contemporary bourgeaigqility soon takes on an eerie and
frustrating tone. After three minutes, the imagbrigken with sound. We hear two voices discuss
the image we have been observing. These voicesnfjales one female), without accompanying
images, baffle the spectator—Where are the acMMis@ are they? Finally an edit follows and
we see a middle-aged man in a sweater walk ous#nee front door and across the street,
apparently looking for clues or a camera. Whendtarns home and closes the door, the first
long shot of the home is reintroduced. The womaaise remarks that the cassette continues for
two more hours, as the horizontal static lines ofideo fast-forwarding cut the image of the
home into pieces. Finally, the viewer realizes #teady image of the home was in fact,

diegetically, a videocassette.

Just as the black-and-white film of the Algerianrwlafined the footage as past-tense in
Mon colone] the static-lines relegate the previous sequame@lto, i.e. the past-tense@aché
Both moments—the former by hand-written letterg thtter by the video camera, have been
recorded. Their replay demands a reconsideratioevehts by the viewers and the film’s

characters. In this manner, the cassettes thenssalke flashbacks, haunting moments that
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intrude on the traumatized. Indeed, the cassditesa painful memory, represent the repressed.
As my later explication of the flashbacks indicatbe cassettes reverse the act of spying by the
protagonist as a child. This is to say, the eduthtbdo (bourgeois, bohemian) lifestyle that the
protagonist’'s home exudes suggests he is unabéndtyze his past behavior or examine its
consequence$’ Both the flashbacks and the videos surface as part of asmapressed past, a
past that captures and threatens him. The elabooats-up, like the childhood lies he once told
his parents, is now embodied by his family homejeced and enclosed in upper middle-class

French distinction.

Though the videos are of the recent past and dishlilacks occur forty years earlier, both
obscure temporality for the spectator and the pmiist!?® Thus the establishing shot over
which the credits roll provides the context for fhie’s action (French bourgeois dissimulation),
but is also a paradigm for the larger film’s tensi@nd often volatile relationship with the past.
In this way, the street’'s name (Rue des Iris) lesdhe home, but also jests with the concept of
vision. While Haneke reminds us to direct our attento the images, he also dares us to
differentiate between past and present, video Esthiback Cachéblurs these categories before

introducing a chronology. In this manner, the fiheplicates the protagonist’s post-trauma

within our own cinematic experience.

125Bohq the term made by shortening the wobdsémeandbourgeoiswas added to the Petit Robert in 1999.
The definition is as follows, «membre d’'une catégsociale aisée, jeune et cultivé, qui recherdwvaleurs
authentiques, la créativité.»

(“member of a comfortable social class, young antivated, that strives for genuine values suchraativity.”)
The term also implies politically correct, and camggest hypocrisy.

?® The surveillance videocassettes trigger flashbémk&eorges.
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Considering the film’s provocative insinuatior@achédid very well at the box-office
selling 446, 422 tickets in the first monthurthermore, the press that applauded the filmyrare
addressed the Paris Massacre, an element in thés fplot, or the inequality of Maghrebi
immigrants in terms of education, and wealth, a@aotheme fundamental in the film's plot and
creation of suspense. Instead, critics in film nzages concentrated on the formal technique of
mixing video-cassettes with the diegetic narrativann Tobin ofPositif writes, «Caché(...) est
a bien des égards un objet paradoxal, lI'aboutigsen® ses (Michael Haneke’s) recherches
formelles et thématiques, en méme temps que sonléilplus accessible’3{ Jean-Luc Doin
writes, « Ce film splendide et vertigineux est dathe réflexions sur les blessures d'enfance a
jamais béantes, la solitude face aux démons intdrides ravages du secret dans un couple, la
maniére dont la culpabilité ronge un individu, éeanche du refoulé3¥ Although Doin utilizes
trauma vocabulary, he does not reflect on a larggional trauma indicated by the film, or
mention the Paris Massacre. To this extent, Amarand English press and scholastic journals

investigate the larger political messages suggéstale film’s form with more depth.

This study ofCachébegins by probing Michael Haneke’s voice as an-Hotlywood
auteurin order to analyze the manner in which the persgeoscillates between flashbacks,
video cassettes, and a diegetic present. | wilt nexover how Georges, the film’s protagonist,
also appears as a spectator seated in the audientieis chapter principally studies flashbacks,

an effect of trauma, we will analyze the flashbaickvidually, beginning with two that appear

7 'yann Tobin,Caché, Positif536 (2005) :19-20.

128 jean-Luc Doin, €aché regard forcé sur les démons de lenfance pdwrome fimé a son instbe, Mondel6 May 2005, 17
May 2011 <http://abonnes.lemonde.fr/culture/artR085/05/16/cache-regard-force-sur-les-demonseigdnce-
pour-un-homme-filme-a-son-insu_650298 3246.html>.
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sporadically without context, and then investiggtseveral flashbacks occurring in a traditional
manner, the dream. In discussing the dream, weapgeior a larger discussion of fantasy and
verity in traumatic memory, which the film also gegts. Before my concluding remarks, | will

inquire into the broader political dimensions of fiilm and the cover-up of the Paris Massacre,

October, 17, 1961, whicBachéexposes.

Plot Summary

Cachés protagonistGeorges Laurent, hosts a literary talk show, ndikerthe popular
long-runningApostrophe’?® and he is often read as emblematic of the contesmpadentity
politics of Francé® Indeed, Georges hides his guilt and fear in agaeiebourgeois home he
shares with his wife, Anne, and their teen sonsrigWalid Afkir).**! The film's plot is a
search for the person who sends mundane survesladeos—the first of which opens the film
as previously described in detail. Georges secestbumes the cassettes are from his childhood
enemy, Majid (Georges Bénichou), who like himsslinow middle-aged. When Majid was a
boy his Algerian parents worked for Georges’ fanatate. When Majid’s parents left to take
part in a march for Algerian independence and nesterned, they were presumed dead, as this
was October 17, 1961, the date of the Paris Mass@@orges’ parents wanted to adopt the now
orphaned boy, but their son, jealous, told liesualddajid to prevent this. Eventually, Georges’

parents decided to leave Majid at an orphanageativety affecting his education and job

129 Haneke obviously modeled the character Georgesehaafter the host Bernard Pivot. In additiof\wostrophe
he hosted.e bouillon de la culture.

130 Guy Austin interprets Georges as “emblematic efithcture coloniale’

B! When Georges’ producer asks how Anne is, Georgelsies that she has just finished publishing a book

globalization, further identifying the Laurent fdynas literary and politically liberal.
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opportunities. Images of an Arab boy intercut therative, before his identity is revealed to be
Majid or before we understand these images as @soflagshbacks, creating a darker mystery

rooted in Georges’ childhood.

Although Georges believes Majid seeks revenge wienvisits his apartment (the
address is given in another cassette) at an H.(h&bitation a loyer modéjéand threatens him,
the man appears bewildered. Georges finally tedsnmife about Majid, after she questions him
concerning another cassette placed at their doGeofges’ first confrontation with Majid at his
appartment. Later, when Pierrot, Georges’ son, doésome home one night, he reports Majid
and Majid’s son (who appears to be in his lategemrearly 20s) to the police. Consequently, the
police force the Arab men to sleep in prison. HosveRierrot returns the next morning and says
he was at a friend’s. Finally, Majid asks Georgesame to his apartment again and slits his
own throat before saying “Je voulais que tu soés@nt.” Georges is visibly shaken. The next
day Majid’s son confronts him at the university wdhée teaches and asks Georges what is like
to have “un homme sur la conscience.” Georges teaw@k early and goes home to take a
sleeping pill. We then see a dream sequence ofdMaging forced by adults into a car,

presumably destined for the orphanage.

The final shot of the film is Pierrot’s high schalthe end of the school day. In the left
corner of the screen filled with teens, the son&ebrges and Majiid converse. The static yet
distanced camera that faces the high school reglhitke videos Georges has received. Though
the importance of the videos has faded as the thareenterpiece, the question returns as this

new French generation convenes. The cameramaenifitylis never revealed.

Anti-mainstream
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Although 1 simplify the film’s plot above, it is gthing but straightforward, largely
because of the alternation between enigmatic fiadhs) surveillance videos, and the present.
This interchange heightens suspense and disotieatspectator. In fact almost identical shots
appear in videos and in the narrative present, mitior clues—fast-forwarding and rewinding
images—to explicate their forf> The silence and static camera of the videos,d@iso in the
present tense of the narrative and the flashbamkly, enhances this disorientation/suspense.
Cachéintentionally blurs the line between what is aveillance video and what is the film’s
narrative and thus plays with the audience’s exgtieets. Furthermore, Haneke films the entire
production using high definition technology, makitihge difference between the two even less

apparent3

Haneke explains his disorienting approach as “amatinstream” inCinéastés Winter

issue of 2005:

132 The use of videos in film is a theme in the oewfrelaneke, most notably Funny GamesndBenny’s Videas
but also in thé’iano Teacherln all of these films rewinding and fast forwardia video serves aswise-en-abyme
133 Haneke’s decision to film the entire productiorvideo further poses the question of surveillanices “auteur.”
Martine Beugnet writes, “The result of Haneke cliogto shoot the whole feature in High Definitiarmat is not
merely a surface play on the virtual and the aairakd at building up suspense. It allows for taderation of a
vision dominated by the numbing power of amnesiass@n that is not only suited to the film’s premss but
disturbingly characteristic of present-day aestiseths we penetrate the house and watch thosentadit it, it is a
universe of rarefied contrasts, soft edges antefiatl perspective, a world governed by stasislmmdded to
relegate the ‘contingent and the accidental—alicsibin a word—to the exterior’ that emerges.”

Martine Beugnet, “Blind Spot,Screen48.2 (2007) 230.

As Haneke, the film’'s director, uses video to filmne narrative, he is the most logical suspectifervideos. This

type of analysis envisions the entire film as assililance video.
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All my films constitute a reaction against maiesim cinema. Every serious form
of art sees the receiver as a partner in the wadeg. In fact, that's one of the
preconditions of humanistic thought. In cinemas tfact, which should be self-
evident, has been overlooked and replaced by arhasigpoon the commercial

aspects of the mediuhi?

Haneke’s style has long been considered a foih¢oHollywood norm. In fact, the first Haneke
film to achieve international attention wBanny Gamesa film which satirizes the main-stream
audience’s need for cinematic violerfé@ln this manner, the long shots and static caméra o
Cachécan be interpreted as part of Haneke’s anti-Hollysv@inemaHowever, the confusion
between videos, flashbacks, and the present issgaptomatic of PTSD, as victims often have

episodes in which they are disoriented betweerepteand the past.

Indeed the main character, Georges, is represemtaif a national post-trauma
surrounding the Algerian conflict: once we see hamake from a feverish nightmare of
childhood agony, and he also suffers from flashbadken drawings sent with the videos trigger
memories of his childhood with Majiid. Furthermof&eorges actively represses the memory of
Majid by not speaking about him to his wife evemeafhe suspects him. Importantly, the
repressed memory of 1961 is familial. When Georgesstions his mother about her memory of

Majid she has even forgotten his name. Her exclsesais c’était un temps difficile,” suggests

134 Richard Portman, “Collective Guilt and IndividuRésponsibility: An interview with Michael Hanek€ineaste
31.1 (2005): 50-51.
Y In a doubly ironic gesture, Haneke rem&amny Game$1997), with box-office grossing actors, Naomi V¥att

and Michael Pitt. Still, his attempt to make a coenomal film of the anti-commercial was a box-offifzglure.
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that her memory loss is due to the shock of thésfPaassacre and the stress of the decision to
adopt™*® Georges represses both the childhood incidenttadsision of Majid’s suicide by
taking a sleeping pill. Nonetheless, his memoryneges in a dream where he envisages Majid
as a boy kicking and screaming while being forcedgb to the orphanage. The film’s

disorienting form and style thus depicts Georgestfiraumatic experience.

According toThe Diagnostic and Statistical Manual of Disordéfscting or feeling as
if the traumatic event were reoccurring”, is a syonp of PTSD including “a sense of reliving
the experiences, illusions, hallucinations, andatfative flashback episodes”. The flashbacks,
and the sense of experiencing a past event inrdsept, confound the subject’'s understanding of
time. General disorientation describes the filntides but the mélange of past and present more
specifically relates to how flashbacks appeacCaché—particularly the first three flashbacks
which appear without contextualization (Georges hais met the now middle-aged Majid, or

divulged the story to his wife when these flashisaatcur).

The flashbacks ifCachétypify Georges’ post-trauma while organizing thetpllt is a
matter of course that the first two flashbacks besvithe spectator, and that the last two rely on
the dream as a framing device to explain missingatige exposition.Maureen Turim borrows
the terminology of Roland Barthe$/Z to label this type of organization of flashbacks a

hermeneutic. She writes, “The hermeneutic codeode of enigmas, is one way in which the

* This can be likened to the amnesia which often catter an extremely traumatic event, in whichaheygdala

is over-stimulated and cannot cognitively function.
¥ The Diagnostic and Statistical Manual of Disord®&8M IV TR 4 edition (Washington D.C.: American
Psychiatric Publishing, 2000) 463.
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narrative organizes the exposition of events stodseep interest invested in a posed question,
the answer to which is delayetf® The enigmatic first three flashbacks postponer¢ivelation
of Georges’ childhood and steadily generate susgpdnsthis manner, likévlon colonel,the
flashback device it€achéfunctions dually as a formal technique and as aifsgy of a larger

cultural trauma.

Flashbacks 1 and 2: Disorientation between passent, and video

After Anne calls Georges during his television shslwoot, he rushes home to see the
second video left on their doorstep. This time ¥igeo is found wrapped in a simple crayon
drawing of a face with a bloody mouth. The vide@toaes the Laurent home at night; as
Georges watches, the television background mitteesdark sky seen through the living room
windows. This dark blue sky that signifies night,both the video and the exterior narrative,
destabilizes the spectator (Image 2). Before tgrnie television off, we see a close-up of the
disturbing drawing from Georges’ perspective. Tseddenly, for less than three seconds, we
see a close-up shot of an Arab boy at % angle @B8xgHe has bright fearful eyes and wipes red
blood from his lips in the virtual darkness of gligwy hours. Usually, in film narratives, the
implied time of day and its matching backgroundph&tuate shots chronologically. However,
here the repetition of the dark blue night sky $lthie difference between video and exterior
narrative. This technique puzzles the viewer manemthe twilight sky returns in the flashback
shot of the boy-Majid. As the shot closely framles boy’s face, there are few secondary clues
with which to temporally or spatially place the Idhiwith only the same indigo background

shown in the previous scene, the viewer might ptaeeshameful boy's face in the narrative’s

138 Turim, 11.
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present. For this viewer, the unknown boy wipes bheod off of his mouth directly after
Georges turns the television off. This misundeitagn of the present sympathizes with
Georges’ disorientation, and is natural due tofith@s extremely subjective style. Thus the film
projects the post-traumatic experience of Georgeddhood onto the audience, who cannot

assuredly distinguish past from present, or reéldgn video.

Guy Austin asserts that Georges’ examination ofttysterious drawings triggers his
flashbacks. Pierrot is sent the second drawing pastécard at school, and hands it to his father
in the car on the way home. The artist’s styleass fiamiliar; red ink streams from the mouth of
a childish stick figure drawn in black charcoal . Wwé&ver, separating the shot of the postcard and
the flashback is a 19 second shot of the Lauresitget, presumably taken from the master
bedroom window at night. In this manner, the sHaihe street temporally distances the image
on the postcard—Pierrot showed Georges the posaftaschool, now it is visibly night. These
19 seconds add the suspense of the videos’ sanvedlltechnique and thus distract the viewer
from the previous shot’s violence on paper. Thesg@mee of night also implies that the

flashback—with no other introduction or explanatienccurs in sleep as a dream.

Like the first flashback, night marries the flasbb#o the narrative, as the stagnant view
of night from the bedroom window and the sequerfdélajid as a boy are similarly clothed in
darkness. A handheld camera—perhaps none other tilearcamcorder of the surveillance
videos—shakes slightly moving forward at a walkpage, while a cough is heard lightly in the
background. Slowly, the camera turns to the righéxpose the boy in a windowsill, coughing
with his back to the camera. Feeling the presef@nother, the boy rapidly turns around and

displays the blood on his face and hands. At atguamrn to the camera, he squints his eyes,

109



appearing both fragile and cheated. The silenaghefootsteps, Majid’s swift turn, and hiding
place, entail a spying act by Georges— indeedafdlmera represents Georges’ point of view.
In this manner, the camera signifies the child-@esrsurveying Majid, in much the same

manner that Georges later claims Majid spies onwitim a video-camera.

Georges a fellow spectator

Haneke aligns the spectator’s vision with Georgeptesenting Georges as a diegetic
spectator. Georges “a White, French talk-show hbeth affluent and intelligent, prompts
unproblematic identification in a western audieht®.He continues to provide the western
audience’s primary point of view, even as his dimldd becomes suspect. Additionally, Georges
dominates the film, physically—he is in all but tseenes—and chronologically—his flashbacks
determine the plot’'s structure. Therefore, the weWwas an extremely subjective understanding
of events which is bound to Georges’ psychologyrtharmore, the viewer’'s disorientation

between past, present, and video mirrors his pastrtatic confusion.

When Georges and Anne watch videos at home, takgvision becomes the viewer’s
movie screen, for there is no metallic edge, woodetertainment cabinet, or VHS player,
framing the image. In these instances the fourth ivdroken, and Georges and Anne become
part of the film audience. In fa@achés first shot (described earlier in detail) launsi&eorges
as a fellow spectator. After the fast forward sgileg and the couple’s voices break the static
image of home, we at last understand that Geongg#\ane have watched the video with us. In

this way, the spectator has his/her first lessothénfilm’s language, which will be both useful

139 Benjamin Ogrodnik, “Deep CutsFilm international37 (2009) 57.
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and deceptive in future sequences: videos arefigidriy static shots'® The viewer also learns
that the characters of the film may at times bechiaggy with the audience, and that Georges is
the primary point-of-view reference (we see thstfaghot of the narrative when he exits the home

to find the cameraman).

The viewing experience Haneke establishes is sirtoldeleuze’d'image-temps(time
image): Georges observes and is subject to othet®ins, and does not actively participate as
characters do in thenage-mouvemengaction imagg Deleuze’s description of thimage-

tempswritten twenty years befor@achéencapsulates Georges’ predicament:

Le personnage est devenu une sortespectateur Il a beau bouger, courir,
s’agiter, la situation dans laquelle il est débod#étoutes parts ses capacités
motrices, et lui fait voir et entendre ce qui n’efiis justiciable en droit d’'une
réponse ou d’une action.dhregistreplus qu'il ne réagit. Il est livré a urnésion,
poursuivi par elle ou la poursuivant, plutét qu'agg dans une actidfr (Italics

are my own}*

Haneke introduces Georges as a viewer, and thevloésses his attempts at action (searching

for the cameraman, threatening Majid, reportingitMand his son to the police). Yet, his efforts

9 Although both Georges and Anne watch the video thithaudience in the first shot, the viewer folld@msorges

out of the apartment in his search for the caniEna.camera’s attention to Georges in the firsteliegshot,
establishes his role as the protagonist and aautiience’s primary point of entry.

! Gilles DeleuzeCinema 2: L'image-temp#aris: Les editions de minuit, 1985) 9.

%2 Gilles DeleuzeCinema 2: The Time Imageans. Hugh Tomlinson and Robert Galeta (MinneiapdUniversity

of Minnesota Press, 2001) 3.
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are unsuccessful. In this way, he remains a witobsserver/viewer of events. Ironically,
Georges continues to be a witness to the eventsaffexct him the most: the videos, and the

climatic suicide of Majid*®

Furthermore, Georges even remains a spectatosifidshbacks, where he watches the
Arab boy. The first two flashbacks already detafleture Majid as a child, closely framed, with
the diegetic spectator (Georges) nowhere in siphé boy-Majid remains an enigma in these
shots, and the absence of Georges, our main chgradtls to the spectator’s disorientation. The
lack of images of Georges in the flashbacks furthefines his role as a passive spectator and
witness rather than an action-oriented hero. Helest Majid, and Majid’s nervous posture and
eye-movement indicate an awareness of the Othars.despite the viewer’'s growing feelings
of ambivalence towards Georges, the camera cortittutake his viewpoint. In this manner, we

witness and remember through Georges’ eyes.

Flashbacks in Dreams

Although Haneke intercuts the first two flashbaeksuncontextualized images of Majid
as a boy, he frames the last two flashbacks mqiealyy as dream&’* Nightmares that repeat
traumatic events are a symptom of PTSD, which ihgmes why Haneke employs such a

“mainstream” flashback device in spite of his ditilywood tendencies. In this third flashback,

143 Majid says to Georges before slitting his thréjatyoulais que tu sois present.”
“* Although the editing sequence does not preserfirstewo flashbacks as dreams, Georges tellsriuither that
he recently dreamed of Majid, before a dream sezpiencurs. It is likely that this is simply a prdtéor Georges to
discuss Majid while avoiding the subject of thesedites. However, it might allude to the dream-stht8eorges

when experiencing the flashback, or perhaps drebatsre not depicted in the film.
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the audience glimpses Georges as a boy, easilgmezable with pale skin, brown hair, large
eyes and a buttoned shirt that differs from Majiisrking-class tank top. The editing sequence

of the nightmare flashback runs as follows:

1. An ax dives through a mound of feathers and intteanly cut tree stump. The rooster form
is only briefly distinguishable.

D.1

2. A close-up of the Arab boy we have previously seeighing blood. He swings the ax and
bright blood splatters over the left side of hisdand neck?

D.2

3. A long shot of the rooster’s body flopping aboud @he figure of Majid near cutting block. It
is a clear sunny day outside of the dark shadothethed.
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D.3

4. Georges watches, his back against the stone walleoshed. His face at % turn to the left to
see the dying rooster. He then turns to centeotd kit Majid.

D.4

5. Majid’s shadow moves from a left profile to censtlowing for eye contact between the boys’.
His hands still wrap around the ax, the blade stucthe tree stump.

s D5

6. Reverse shot of Georges, head pushed slightlyafdiwVe hear the sound of the chicken still
flapping its wings, and Georges turns again slighdl the left, to witness its death.
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D.6

D.7

8. Georges turns his interest from the chicken (lefthe center. His eyes open wider.

D.8

9. Majid, whose face is erased by shadow, walksdoivelutching the ax with both hands. His
figure appears dark against the sunlit backgrountsale of the shed, and the outline of the ax is
visible.
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10. The camera takes Majid’s stance and moves claseGdorges who looks increasingly
terrified. The adult, dreaming Georges is heardmag.

& D.10

11. This shot of Majid starts in a medium shot, uhtl moves closer and his face covers the
screen. He lifts the ax above his head and openmbuth widely.

D.11

12. Cut to black. A light flickers as the adult-Geasgaruggles to turn on the bedside lamp. He
is sweating and breathing hard.
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N ’ D.12

The child, Georges, defines theadr sequence as a flashback; for after we identify
Georges as a boy, we classify the sequence asildb@od memory. Furthermore, sleep frames
the flashback sequence. When we see Georges aw@ketlie shock of the nightmare we
relegate the previous sequence to his dream warkhace wrought with childhood souvenirs.
We recognize the rooster-killing Majid as the Acbld wiping blood from his face in previous
intercut shots. Consequently, we understand tHabfalhe previous images of the Arab boy
depict Georges’ inner struggle with his p4§tGeorges has not yet spoken of his childhood
debacle to Anne, and the mysterious intercut imagjedlajid as a boy are thus far our only
reference to Georges’ childhootihe third flashback at last reveals the sourcehefihtercut

images and exposes them as Georges’ flashbackkisinvay, the nightmare places Georges’

“® Thus, his Freudian fears in the third flashbaclobee a character trait that is developed in futiiseof anger

against Majid. Of course later, Majid tragicallygmalizes Georges’ castration anxiety once symbdlby the
beheaded rooster, by cutting his own thré6@eorge’s adult anxiety is revealed in a dream ahdadyhood
castration anxiety involving Majid. The affect asisted with the anxiety in the dream is realizethwhe headless
chicken, as if anxiety, castration, and the inhumiéset the human aside and render it unable &lldwitself.”
Ranjana Khanna, “From Rue Morge to Rue des I8sfeen48.2 (2007): 242.

As the Gallic rooster (le coq gaulois) is the nagilosymbol of France, one may interpret the scerferanch
nationalist fear—immigrants empowered by laboriiar€e threaten the French empire.
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memories in the narrative, establishing an ovemag: chronological order. As | will explain

later in this chapter, the sequence also questiengeracity of Georges’ oral version of events.
Flashback 4

After Georges lies down to sleep, the film cut$ieorges’ final flashback. A long shot of
several adults (perhaps assistance workers) forajed Mito a car headed for an orphanage after
Georges’ parents walk back into the home. The canmethis scene films from a covered space,
the shed of the previous flashback in which Majalightered a rooster (Image 4). As the boy-
Majid struggles and fights the adults who push hito the car, the camera remains static, like
the surveillance videos. This scene can be intezgras seen from the eyes of Georges, who
already feels guilty, and is thusaché in the shed. In fact, in both flashbacks the carser
distance from the house and the shadows are sinditeerefore, in both instances the child,
Georges, gazes from the same place, the wall aepibe shed’s opening, where he is concealed

by shadow.

This fourth flashback is a “flashback of revelatie-though we never solve the mystery of
who made the surveillance cassettes, we witnesgitimacle of Georges’ childhood fear and
shame, a hidden view of Majid’s forced departuregh® orphanage. The passive observation
stance of the camera in three of the flashbacksrtphtmare is the only flashback to use shot-
reverse-shot) suggests that the video cassettesseeGeorges’ childhood surveillance of Majid,
perhaps as revenge. For example in the final fiaghbthe camera furtively stares at a family

home, as did the camera in the film’s three-miregi@blishing shot’ In this way, the opening

" The camera appears to be closer to the Laurent hothe opening shot, but the object of the cansegaze,

Georges’ family home, and the camera’s positioreatliy across from the front door, is strikinglyndar. The
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shot and closing flashback signify a circular espge surrounding the family structure. Each
flashback successively hints at young Georges’esagatch over Majid. However, the fourth
flashback more overtly exposes Georges as a sgycdimera’s distance from the boy-Majid’'s
tormented departure signifies a hiding place. Ihéke had wished to demonstrate the young
Majijd’s agony, he would have inserted close-upajfid, capturing his expressions and rage.
Instead, the shot uses distance and stillnessntbash the spectator’s position in spying with the
frantic banished child. The similarity in the sutlace camera’s point of view and the young
Georges’ gaze over Majid in the flashbacks dematedrrepetition—while the trauma reoccurs
internally via flashbacks, guilt and revenge replaig tragic moment externally. In this manner,

the flashback of revelation exposes the circulasftgurveillance.

Fantasy

Trembling with fear after withessing Majid’s sudei and hiding in a cinema, Georges at
last returns to his bedroom in the evening. Afterekplains to Anne what he just witnessed, she
calmly asks him what childhood actions might havuenced Majid’s suicide. At first Georges
responds defensively, but finally he relates theght—as he understands it. His monologue

concerning his childhood lies indicates a fantdeynent at play in the previous flashbacf.

camera’s distance from the Laurent home in the ingeshot, is likely as far away as the camera cobeldvith a
frontal view of the home on a Parisian street.

"8 Walker quotes the definition of Freudian fantasittem by Jean Laplanche and J.-B. Pontalis, ‘Plsyntar
Fantasy)...is a distorted derivative of the memorgafial fortuitous events ‘and ‘an imaginary expi@s designed
to conceal the reality from the instinctual dynami8he then quotes Katharine Hodgkin and Susafaalstone

before explaining her unique point of view, “ ‘Engslis on the traumatic event as origin is misleadiitat is
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J'ai raconté a maman qu'il crachait du sang. llmh’pas cru tu comprends? Le
médecin I'a examiné et n’a rien trouvé. C’étaitwiai imbécile notre médecin de
famille. Apres je lui ai dit que Papa voulait gulie le coq. C’était une sale béte,
méchant, nous attaquait tout le temps. Alorsailfdiit. Il a coupé la téte. Le coq
sautait. Majid était couvert du sang. Et je racentp’il a fait ca pour me faire

peur.

Georges’ confession questions the content of #mhBack sequences—if Majid’s illness was a
lie, then was Georges’ flashback of Majid a pseuglmiory? Why would Georges misremember
Majid as coughing blood? Furthermore, the commdidut the family doctor implies that

perhaps Majid did in fact have a form of turbersidoor hemoptysis that the incompetent doctor
could not detect. Georges’ flashback would substtnthis reading, except for the fact that he
presents this information to Anne as one of the he told to his parents to circumvent the

adoption. The film never verifies Majid’s childhodbhess.

Furthermore, the same monologue indicates fantaghe nightmare of the boy-Majid
decapitating the rooster. When he recounts thel@mtito Anne, he focuses on facts displayed in
his dream sequence: Majid cut-off the rooster'sdhehe rooster jumped, Majid was covered
with blood. However, the final sentence, “et jeatais qu’il a fait ca pour me faire peur,” is

contradictory—while it is a fact that he told hiarents, in retrospect he presents this statement

absent from this teleological narrative, in efféstprecisely the way the mind makes its own megsiin my point
is that fantasy and reality are inextricably—if ngrsously bonded. Following my reading of Freudisdry, | posit
that fantasy constructions, while assuredly inteph@nomena, may indeed be responsive to the peeeveal
events.” Janet WalkeTrauma CinemdLos Angeles: University of California Press, 1999)
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as a lie. This then confuses the verity of the sage in which Majid beheads the rooster, and
then approaches Georges with the ax. Majid’'s saak grip of the ax corroborates Georges’

“lie,” for Majid purposefully scares the smallereaker boy with a gruesome slaughter.

This reading suggests the flashback sequences higrewn false memory, invented to
relieve his guilt. Fantasy is an element of memibigt appears in the cases of many trauma
victims. Janet Walker’s study of incest and Hol@tatinema confronts our society’s need for

memory veracity. She writes:

Whereas popular and legal venues tend to take tahappened or it didn't’

approach that rejects reports of traumatic expeegncontaining mistakes or
amnesiac elements, contemporary psychological igeeshow that such memory
features are a common consequence of traumaticierpe itself. Forgetting and
mistakes in memory may actually stand thereforea #ésstament to the genuine

nature of the event a person is trying to rec4fl.”

Georges’ words belie his flashbacks and indicatatwhialker would term “the vicissitudes of
memory,” for a true memory is by definition, impset. In this way, Georges’ ambiguous

confession and contradictory flashbacks only réfae authenticity his memory° It is a

9 Janet WalkefTrauma Cinema: Documenting incest and the Holocduss Angeles: University of California

Press, 2005) 2.
Y% Haneke said in his interview with Richard Portmie don't know if Georges is telling the truth awe don’t
know if Majid is telling the truth. We don’t reglknow which on the characters is lying—just asdea’t know if
real life.” The contradictions in Georges’ flasbksa and in his conversations with Anne aid in Hisiguity.

Portman, 51.

121



distinct possibility that Georges’ guilt alters hsemory of events in his favor. Indeed, by
remembering Majid as sick and frightening, Georgastects himself from the culpability of
lying. In this way, misremembering absolves GeorgédMajid’s traumatic departure, and

subsequent life of limitations.

Furthermore, the theory of wish-fulfilment may beplied to both sequences: Georges
refers to the second flashback of Majid coughingptlas a dream to his mother, and awakes
from the third flashback of Majid, the butcher,aasightmare. Not unlike the terrifying image of
the burning son utilized in the analysisMbn colone] the bloody flashback images of Majid
represent a desire despite their disturbing qualéydesire to deflect responsibility to Majid by

rendering opportune lies convenient truths.

Sigmund Freud describes a similar wish fulfillmehat circumvents culpability in his
analysis of his own dream, recorded as “Irma’sdipm” in The Interpretation of Dreams
Before the dream, a friend of Freud’s, whose hiene was Otto, informed Freud that his former
patient Irma had not recovered. In the dream, Ffears that he has misdiagnosed Irma. Then it
becomes clear that her symptoms are not due tanigdiagnosis but rather to an unclean
injection given to her by Otto. In this manner, thheam relieves Freud from the responsibility of
Irma’s illness, and punishes Otto for his criticiskurthermore, the dream confirms Freud's
medical correctness. Both the ghastly illnessesno& and of Majid, provide the dreamer with
an expedient by which to blame others. Like Irmajsction, the bloody coughing of Majid and

his volatile approach with the ax replace a feamaingdoing with a sense of righteousness.

The flashbacks’ plot function i€achéis hermeneutic; each flashback gives the viewer

more clues to the boys’ conflict, but only the fiashback reveals the pivotal moment in
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Majid’s future. This sequence also infers that @esrspies on Majid; consequently we interpret
the videos’ surveillance technique as a repetitremgeful process. However, penetrating deeper,
the flashbacks reveal a secondary purpose of mgl&eorges’ trauma, including a distortion of
events. Walker describes effective trauma filmswasks that “figure the traumatic past as
meaningful and yet as fragmentary, virtually ungpadde, and striated with fantasy
constructions.*®* Indeed, Caché grapples with a past that is scarcely spokenrimpés the

present, and reveals the vicissitudes in the memwioitye traumatized individual.

The politics of Caché

Although many critics consid€achéthe most political of Michael Haneke’s oeuvre, the
director denies that the film judges France. Irt,fdtaneke conjectures that the plot would be
convincing in any number of countries: “on pourraguver des zones ombres dans n’'importe
quel pays.*®?However, the film’s politics problematize guilt. hieke says that the Algerian War
is not “indispensable a l'intrigue (déachd, mais relier I'intrigue au politique empechait de

limiter la culpabilité au plan personnef®$This statement exposes Haneke'’s intentions for

! Janet Walker, “Traumatic Paradox: Documentary FilHistorical Fictions, and Cataclysmic Past Evérigns

22.4 (1997): 809.
152 Cieutat, Michel and Philippe Rouyer. “Entretien aWichel Haneke: On ne montre pas la réalité jaste

image manipulé.Positif 536 (2005): 21. Other similar comments made byhslid Haneke t€ineaste;| don't

want my film to be seen as specifically a Frenadbpem. It seems to me that, in every country, tlaeeedark
corners—dark stains where questions of collectivi# gecome important. I'm sure in the United Statieere are
other parallel examples of dark stains on the ctille unconsciousLéughg There’s a reason why it's so important
to me that this not be seen as a specifically Fr@moblem.” Richard Porton, 50.

153 Cjeutat and Rouyer, 23.
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ambiguity—the single mention of the Paris massataees Georges’ guilt into a national realm
that exists outside of a very personal story. Maritycs reiterate that Georges is emblematic of
white France!® Yet the narrative focuses on an individual’s strifand his particular
involvement in obstructing a second-generation A#ges education as an ignorant chilca
Nuit noire, directed by Alain Tasma premiered the same yeaiCashé to address the
anniversary of the Paris Massacre. However, thepgse of La nuit noire is primarily
pedagogical, and many characters offer differemspgesetives (an Algerian worker, his French
teacher, a FLN member, his French girlfriend hidimgn, a policeman and a television
journalist). In contrastCachétells the unique story of one man’s tangentialti@hship to the
massacre, inviting a symbolic reading because sokiitgularity, and yet challenging such an
allegory for the same reason.

The politics of the film—racism, discrimination, ethParis Massacre—indicate that
Georges’ suffers symptoms of a larger cultural ahljity. However, Haneke presents the recent
history of France and the cultural ramificationsdetolonization simply as footnotes to the story
of two middle-aged men who were childhood enemiesfact, the Paris Massacre is only

mentioned once. There is no statement aboutfrdure coloniale we simply witness the

134 The examples of this interpretation are numerbiasvever, Jennifer Szalai offers a simple metaphor:
“Just as Georges has hidden certain elements gfkis France has hidden certain elements of s/’ dannifer
Szalai, “Habits of Seeing: the unsettling films kel Haneke,Harper's Magazine315.1890 (2007): 74.
Paul Gilroy proffers an angrier response to therGe®= France equation: “can and should the chédr@es be
held to account in that way? This confusion is intgpat. The relationship of the colonial past to plestcolonial
present is perverted and confused by the ideadtaty’s complacent and indifferent adults bear moan
responsibility for the resignation, inertia, andgomous choices than a conflicted six-year old UlRzilroy,

“Shooting Crabs in a BarrelScreed8.2 (2007) 234.
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difference in Georges and Majid’'s living conditiof8 This ambiguity between what is a
political allegory and what is an isolated narratimakes the discussion Gachéparticularly

enticing for critics and academics who aim to disedhe films many possible metaphors.

%5 Thefracture colonialeis a term devised by a group of authors in theakia Fracture colonial: une crise

francaise.The term describes how the situation of immig@rhmunities contains elements of colonialism.
Nicholas Bancel writesCar il est aujourd’hui devenu difficile d’ignorea k postcolonialité », tant elle porte des
tensions extraordinairement fortes : I'extensicamslles quartiers, de la comparaison entre leatigihs de
relégation (sociale, économique, culturelle, édueateligieuse... ) et la situation coloniale jdgislation sur la
bonne maniéere de construire et de transmettréiar globalement positif » de la colonisations tevendications
mémorielles des « enfants de la colonisation » danontexte de « reprise en main » de I'histonlersale ; la
montée du « sentiment d’insécurité » face aux imatigns postcoloniales et I'incompréhension des£li
républicaines devant les identités « hors normgsalifiées de « communautaristes » ; les dénonaisiti
médiatiques d’'un « racisme anti-blanc » au momeirhenou nous assistons a une crispation du modeéle

d’« intégration a la frangaise » ; les phobies-etéim exprimées lors du débat sur le voile ; |etrde la France en
Afrique francophone et les politiques de la frartempe ... Autant de signes qui font ddriacture coloniale

une réalité multiforme impossible a ignorer.

It has become difficult today to ignore « postcaddity », because it creates such extraordinatilgrgy conflicts :
the extension, in the neighbohoods, of the compartietween the situations of relegation (socianemique,
cultural, educative, religious... )and the coloniédation; the legislation concerning the right wayconstruct and
and transmit riches the “in a globally positive”ywéhe memorial revendications by “children of adlation” in a
context of “physically taking back” of colonial hisy; the augmentation of feeling “insecure” oppegiost-
colonial immigrants and the incomprehension ofétlite republicans before “outside of the norm” ritites
qualified as “communists”; the denunciations by faexf an “anti-white racism” at the same momentsee the
model of “french integration” contract; the antials phobia expressed during the veil debate; tieetion of
France in francophone Africa and the politics @hftophonie... As many signs make tdoniale fracturea reality

in many forms, that is impossible to ignore.
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Therefore the videos dfachéthat represent a reversal of spying at the mievel|
(Georges once spied on Majid, now he is being veatrban be interpreted at the macro-level as
a statement about post-colonial France. The spectgtided by Haneke’'s “footnotes”,
understands Georges as symbolic of the French boisig, and as such, an oppressor of the
immigrant working class. Benjamin Ogrodnik writes:

In Cachéthe camera’s lens is...turned into a weapon of @sist for the
formerly colonized, mobilizing objectification agat those who would objectify
them and undermine their agency...the tapes moreaeengver the painful,
hidden histories of oppression perpetrated by thendh against the Algerian
people.1°®
Martine Beugnet also feels that the mysterious camepresents a post-colonial revenge, “the
enigmatic gaze of the victim of historical amnesiaially comes to resemble the ‘fixed and
objectified framing of the oppressar.” This interpretation of the characters, and theerarmas
symbolic of France’s post-colonial guilt, angerdaavenge also extends to the film’s flashbacks.

The reexamination of October 17, 1961,daché(or rather the events surrounding the

day as no characters Qfachéparticipated in the protest) was very timely in 20@ year in

which French media divulged details of the oncedaid massacre. Haneke conceived of the

Nicolas, Bancel. « Introduction : La Fracture Cadde, une crise francaiseLa Fracture Coloniale : La société
francaise au prisme de I'héritage colonés. Nicolas Bancel, Pascal Blanchard, Sandrinedisd{IParis: La
découverte, 2005) 10.

** Benjamin Ogrodnik, “Deep CutsFilm international.37 (2008) : 56-57.

" Martine Beugnet, “Blind Spot,Screen48.2 (2007) 230.
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film's primary surveillance theme post-9/13° The espionage thriller concept was then
reinforced by new media divulging the reality ofetliraris Massacre. Haneke reveals his
inspiration toCineaste
| had been toying around with the idea of writingaipt in which someone is
confronted with his guilt for something he did ims fchildhood. | wanted to
explore a character’s reactions to this traumackance would have it, around
this time | saw a documentary broadcast on ARTEcWwhiealt with the events
precipitated by this demonstration in October 19%&1er watching that broadcast,
all of these different elements coales¢&d.
Thus, after being outraged by the brutality of Bagis Massacre and the fact that it “could have
been suppressed for forty yeat8®Haneke formulated a return of this repressed meniire
uncanny gaps in time that the audience experievieeGeorges are not dissimilar to the media-
exposure of the massacre: Jean-Michel Einaudi'Bataille de Paris: 17 Octobre,961, was
originally published in 1991, and revised in 200t&edto interest and new information.
Subsequently, Einaudi’'s book was followed by thstfacknowledgement of the massacre by a
government official in 2001. The new socialist magbParis, Bernard Delande commemorated
the fateful day with a plague. In his speech hd,s&ans le devoir de mémoire de Paris, aucun

Parisien n'est de trdg® The noundevoirimplies a task (homework is called a devoir) a8l we

“Cieulat and Rouyer, 21.

% Portman, 50.

189 portman, 50.

181 The plaque reads<a la mémoire de nombreux Algériens tués lorsadmnglante répression de la manifestation

pacifique du 17 octobre 19610sin English« in the memory of the numerous Algerians killedha bloody
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as an obligation. For the many Parisians who haxgotten this shameful moment in history, the
memory of the massacre is a task. To this exteathébegins thedevoir de mémoiref the
Paris massacre that resurged in French media. Bl@ameless son voices a youthful resistance
to forgetting the massacre and its consequenceseaunded in the hundreds of banlieue youth
rioting in the fall of 2005 only weeks aft€achépremiered.

Conclusion

Both Georges Laurent @achéand Guy Rossi dflon colonelare perpetrators; whether
it be lying to one’s parents or torturing FLN mesmd) both characters are responsible for an act
that grievously affects another being. Howeveheathan paint these perpetrators as evil, the
films present a nuanced reading. The perpetratigydisturb the protagonist, and in the case of
Mon coloneltransgenerationally haunt the family and futurditamy, until the perpetrators
themselves portray a trauma that is not unlike dfaheir victims. The cinematic flashbacks
represent post-trauma. Generally, the gap betweeddte of the flashbacks and the date of their
reemergence reveals a repression of the Algeriarevea In this manner, the films resolve that
perpetrators are also victims, not suffering whik themory of being passively attacked, but of

actively doing harm to others.

The plots oMon colonelandCachéfurther complicate victim/perpetrator categoriaati

Both of the films’ protagonists perpetrate yet baite also violated by others: Guy Rossi

repression of a peaceful protest on October 171 .39fan-Jacques Bozonnet et Christine Garigs controverses
politiques sur la guerre d'Algérie marquent la ca@muration du 17 octobre 1961 Mondel9 Oct. 2001, Le

monde diplomatique, 20 June 2008.
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internally debates his conduct and could argue fABmhmann’s defense on his own beH&ff.
When Guy’s journal entry implies the Colonel oradkhés murder, Guy becomes a fatality of the
French military. Although Georges lies to his paseio circumvent Majid’s adoption, his tender
age in part excuses his behavior. As an adult reatbns Majid, but only in response to the
surveillance threat on his household. In this manrtee protagonists of both films
simultaneously traumatize and are traumatia@dn coloneloffers the audience a character to
blame for Guy Rossi’s less righteous actions, Celldduplan. This liberates Guy from his
perpetrator status, but not from his guitachéis a more ambiguous film that demonstrates the
effects of Georges’ actions as well as the postrteahe must endure. In this manner, Georges

remains dually victim and perpetrator as the resuttost-colonial guilt.

In Trauma and TriumphBernard Giessen differentiates victim from pergtetr while

admitting that these categories are often blurred:

The agent who, by voluntary decision, risks prodgdhe condition of the victim
has to be distinguished from the victim, and batlento be distinguished from
the position of the outside observer or the thedywho evaluates the action and
recognizes the condition of the victims, even & thctims should not be aware of

it. This analytical separation between three pwosgi might—Ilike all structural

182 Hannah Arendt followed Adolf Eichmann’s trial five New YorkerShe records Eichmann'’s claim: “he did as

far as he could see, as a law abiding citizen. idlénid duty, as he told the police and the court over and again;
he not only obeyedrders he alsmbeyed the lavwHannah ArendtEichmann in Jerusalem: the Banality of Evil
(New York: Viking Press, 1963)135.
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ideal types—be blurred in historical cases of met@ation, but it cannot entirely

be dispensed witf>

While there is a definite fissure between perpetsaand victims irCaché andMon colone] the
films also blur such categorization. WhNon coloneland other recent Algerian-war films (see
Chapter 3) only briefly examine the trauma of tbetured, they present French soldiers as
victims of war who regret following orders. In tleemstances, cinema attempts to be the third
party, reassessing the crimes of the Algerian waswech, but forgiving the French perpetrator
who suffers as a victimCachéremains exceptionally ambiguous; although the a4slender

terrorizes Georges’ household, the director witdhavert sympathy for the French bourgeoisie.
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Bertrand Giessem,riumph and Traumé#&Boulder: Paradigm Publishers, 2004) 46.
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Mon colonel(2007) dir. Laurent Herbiet

E.l

A close-up of the black handwriting on the photaedpwhite pages simultaneously dissolves into biaat-white
film revealing Rossi in a Jeep with a captain iBA.9he image of Guy Rossi’s torso in military garbdingy a

machine gun with the journal entry Lt.Galois’ voieads superimposed

E.2 E.3

In these stills, we see not only the resemblanctefactors but the manner in which Herbiet furtimérrors the
actors through mise-en-scéaed editing. These stills were taken from the sao@me, in which Rossi writes about
witnessing torture. Both shots of Guy writing artd Galois reacting intercut the torture sequence.

E.4 E.5
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Caché(2005) dir. Michael Haneke

D.14

D.15
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D.16

133



Chapter 3 Victim or Perpetrator IZEnnemi intimeandLa Trahison

Both L’Ennemi intime(2007) and.a Trahison(2006) blur the very categories by which
war is defined; victim, someone hurt by the acandbther, and perpetrator, one who commits an
act that negatively affects another. The filmsletydiffer dramaticallyL’Ennemi intimerecalls
American war classics such BtoonandPrivate Ryar®* while La Trahisonbreaks ground as
an art-film set in war-torn Algeria. Yet both filnportray the French military as dually victim
and perpetratol.’Ennemi intimefocuses particularly on French soldiers and onpibe-trauma
caused by torturing—one character forces otheedeictrocute him at gunpoint. In this way, the
French torturers’ suffering compensates for theevus heinous behaviota Trahison
endlessly obscures victim/perpetrator categorinatihin a platoon—four Muslim soldiers who
appear to be a loyappelés(just as the French, many Algerians were drafted)a@cused of
conspiring to murder their French lieutenant. Tlaenera and script focus on Taieb, only
enhancing the mystery of whether he is secretliflad member, or whether he will be executed
unjustly. At the very end of the film we learn tiaieb was indeed the chief organizer planning
Lieutenant Roque’s murder, but that he could nottlgough with the plan. The ambiguous
camera does not choose sides, though the closahggde clearly sides with the young Arabs—
Roque’s last line states what the film has provbat theappeléswere trapped by the French

military.

'*4 Benjamin Stora says the violenceLiEnnemi intimeis, «proche des films américans sur la guerre eneim

dans les années 80... » , Benjamin Stora, « La Gd&kigérie la mémoire par le cinéma,es Guerres des
Mémoires: La France et son histoilRir. Pascal Blanchard and Isabelle Veyrat-MassBari§: La découverte,

2008) 268.
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L’Ennemi intimealso investigates the tenuous relationship ofAteb soldier to the French
military. Although the main characters bfEnnemi intimeare French, and the trauma these
characters endure is the film’s primary theme, vaeillating allegiance of Arabs intersects the
experience of the French: a harki soldier in treéqan returns to the FLN during the war, and an
Arab boy who seeks refuge in the French militarylater discover is &llagha(a FLN guerrilla
soldier). Although there are several secondaryeAd stories, the trauma of the Algerian War
on one young French idealist leaves the film withasionalist residue not dissimilar to that of
Mon colonel(Chapter 2). AlthougihLa Trahisonis based on the autobiographical novel of a
French veteran, the film alternates between thepeetives of a Lieutenant and an accused
Muslim draftee, giving both points of view equafjsificance. The diptych constructs a very
nuanced film—neither the Muslim soldier nor the rate Lieutenant of.a Trahisonappear as

victim or perpetrator: both are continually on thesp of being both®
L’Ennemi intime

The Algerian War of Independence was now, througiadh media coverage of the 2005
riots, a contested February 2005 law that requestiedtators portray the positive role of the

French presence in North Africa, and uncovered pastire crimes, rewritten as an epoch of

183 | use the translation of the tesnldat musulmarbecause this is how the characterkartrahisonrefer to the

Algerian soldiers in the film. It is complicated miochoice arabis a general term that denies aspects of their
situation, andoldat algériercould be confused with pied-noir soldiers. Funthere, there were many Algerian
soldiers fighting for the FLNHarki the term generally to describe indigenous Algeriansking for the French
military cannot be used specifically, because tiéaslim soldiers were drafted—when asked if theligok are
harkis Roque says “non, appellés.” Language’s litpto describe the native Algerian working foetkrench

military further demonstrates the marginality od$k men.
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shame. For the twenty-first century public attemgtto visualize this newly exposed history,
there were few images with which available to retarct the French torturer. Although Jean-
Luc Godard’s censored second filoe Petit Solda{see Chapter 1), addressed torture during the
Algerian War, the feature is set in Switzerland ahdws the FLN torturing a French suspect,

even while utilizing “French” techniques describid Henri Alleg’s La Question'®®

Alain
Resnais portrayed the post-trauma of a FrencharetaMuriel ou le temps d’un retoud963),
but although we hear Bernard, the veteran, destndéorture in which he participated, the film
shows no images of the acts. As discussed in Chaptee absence of torture Muriel is not

benign, but mirrors and comments on the French govent’s censorship of television and

newsreels.

The ltalian-Algerian productior,a Battaglia di Algeri(1966), was unique in depicting
the French torture of Algerian prisoners. Sevetahgs from the filncame to symbolize the war,
including a montage of nearly nude FLN prisonefffesing electric shocks, water-boarding, and
beatings at the hands of French soldiéndact, despite the controversy surrounding the &nd
the patriotic ban against it imposed by French maVieaters and spectators, these images
remained for many years (and perhaps are still)mbst closely associated with the Algerian

War. DespiteAvoir 20 ans dans les Aur¢$971) andR.A.S.(1973), two moderately successful

166 The journal/lessay by Henri Alleg (Alleg was He&alem’s pen name ambm de guerrerecounts how the
French journalist was captured and tortured byFiesch military in Algeria. The book sold over 6000copies in
its first two weeks, but was then banned and coafesd. However, the censure only increased the’dqalpularity;
by the end of 1958, 162,000 French homes ownedsaygla Questionwhile the press had made the book’s
scandal popular knowledge. In this way, Alleg’srdiaf torture made the public aware of the Frendlitary’s

brutality in Algeria and ignited the anti-war movemnt.
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French films set in battle that were critical oé thrench presence in Algeria, no French screen
depictions of the military torturing during the btgyear conflict existed. Therefore, when the
past crimes reemerged in the work of historianshat end of the twentieth century, media

exposure necessitated a visual explanation of thessome acts.

The new century was ripe for a filmic reassesgnoérthe Algerian War era. Years
before Rachid Bouchereb’s more volatders la loi (2010), several flms confronted the Paris
Massacre of October 17, 1961, when French politedkas many as 200 Algerians marching
peacefully through Paris: Michael Haneke’s fil@aché (2005), (discussed in Chapter 2)
references the massacre, while Alain Tasma’s hestiofiction featureLa nuit noire (2005)
details the events with a varied cast of French Algrian characters. This wave of films
reconsidering the era developed as Philippe Faakose to direct a film set during the war, and
mounted one of the new millenium’s first French darctions filmed in Algerial.a Trahison
(2005). Still Faucon’s plot builds tension arouhé prospect and fear of torture, rather than its
representation. Costa-Gavras’ productigion colonel (2006), directed by Laurent Herbiet,
demonstrates another attempt to expose the mil@anyes of the Algerian War, and similarly
uses nationalism to negotiate the horrors. Howetes, compromise did not permit images of
the protagonist, Guy Rossi (Robinson Stevenin)argr other character, torturing. Instead, we
merely see the evidence: an Algerian man hangim tis wrists, and later, the guilt suffered
by the young soldiel.’Ennemi intimethus breaks new ground. It is the only French pectido
to include not just one but several scenes of tiemdh military torturing Arab FLN suspects

during the Algerian War.
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Previously, Siri directed several action films ihieh fit protagonists liberate themselves
and the other captives after being tricked andueagdt Hostage(2005) a Hollywood feature
starring Bruce Willis, and.e Nid de Guépef002) in which Laborie (Nadia Fares) of French
special forces is trapped in a warehouse transgpen Albanian criminal. Siri also directed a
video game with a similar ploplinter Cell (2002), based on a Tom Clancy novel. This
dialectic of entrapment and escape also anchorBréidistorical film,L’'Ennemi intime Made
with a modest budget of 8 million, Siri utilizedetlexpertise he gained directing action films to

achieve the artistry and grandeur of a big budgatdt a much lesser expengé.

In L'Ennemi intimethe French military tortures supposed FLN membeus rather than
demonstrate the post-trauma of the surviving Algesj or the mourning of the victims’ deaths
by their communities, the film focuses on the trauof the French perpetrators. While France
remembers the Algerian War with an ever-growingssesf shame, there are still those who are
nostalgic for French Algeria—those who supported ltlaw of February 2005 and those who
challenge Algeria’s right to independence (notatiythe political center and extreme rigtff).
As Bernhard Giesen has noted, trauma studies itradily investigate the experience of

victims *° so there is scant literature researching the fpastma of French torturers during the

'* Siri told me that the initial budget fafennemi intimewas over 20 million, but that the producers warehle to

find the funds. Bénoit Magimel, a French star, mibeefilm because he was committed to the profmdtreceived
little financial compensation in return. Sceneshveikplosives were filmed in one take to reduce pzpe
168 A book that follows such argumentation: Dahigfleuvre,Pour en finir avec la repentance colonigfaris :

Editions Flammarion, 2008).

169 Giesen writes, “There are relatively few scHgleatments of the trauma of perpetrators wiyathieir own

decision, dehumanized other subjects and, in dedngot only perverted the sovereign subjectivitthe victims,
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Algerian War, or earlier during the collaboratiorittwthe Vichy government’® However,
L’Ennemi intimeis based on a book and a television documentatiieofame name, in which
French veterans disclose the acts of torture tlheyntitted and the psychological consequences
they suffered as a result. The plot of the fictidlm, L'Ennemi intime,continues a rare
investigation of the psychological effects of toig on the French soldiers. This exploration of
perpetrator guilt recalls the already mentioadriel ou le temps d’un retourd963), albeit the
style ofL’Ennemi intimeresembles an American Vietham War film rather taadew Wave art
house feature. While Siri’s film does not deny tfen of torture, it is the torturer’'s suffering
rather than that of the tortured that dominatesfithe The camera objectifies the Arab victims
while the French soldiers remain the subjects.hla way, the film posits the perpetrator as a

victim, redefining the consequences of torture.

AlthoughL’Ennemi intimefaired better tha@achéat the box office in the first week (the
most popular recent movie studied in the dissentiSiri’s film did not have the international
market of a Michael Haneke film, and never fourstrithution in the United Staté$' L’Ennemi
intime garnered many comparisons Rtatoon but critics also acknowledged France’s need to

reinvestigate the Algerian War. Alan Spira Béiris Match compared the film with the more

but also challenged their won sacredness.” Beth@aesenTriumph and TrauméBoulder: Paradigm Publishers,

2004) 109-110.

170 This is not to say that there are not recoat®dunts of torturing during the Algerian War. Asntioned,
General Paul Aussarresses and General Jacques ptasgled the most famous confessions of torturinguhe

Algerian War. However, these accounts have not heatyzed, or studied as a national phenomenon.

! The star actors, Albert Dupontel and Bénoit Magiotmliously helped this short-lived premiere success
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popular, culturally-consciouses Indigénes« Dans la lignée kiidigénes ce film marie a la fois

le spectaculaire, le politique et I'hnumain aveanoee but ultime, de remettre les pendules de
I'Histoire & I'heure. ¥? Camille Brun ofMCinémafound a trend in the France revisiting Algeria,
« Siri etL’Ennemi intimeparticipent pleinement au mouvement qui donnertetson importante
au conflit algérien dans la mémoire collective frmise. 3’ However, despite the seriousness of
the subject matter, and perhaps because of ittasitieis to the Americaflatoon the press did
not generally view the film as an artistic succe$homas Sotinel ofLe Monde writes,

« L’Ennemi intimes'affaisse sous le poids des conventior$? and Jean-Michel Frodon in
Cahiers du Cinémaalso comments on the war-film formula, « Artificee da convention
scénaristique multipliée par artifice de la repnéagion. $'° Generally speaking many echoed
the Phillippe Rouyer oPositif, « Sans contester I'utilité d'un tel film, on reskenc sur sa

faim. »-'°

In an attempt to narrativize the interviews of tteeumentary and the bodkEnnemi intime
by historian Patrick Rotman, Siri worked with authim conceive and co-write a script about a

platoon. The platoon is meant to symbolize the twilion French men and half-millioharkis

2 Alan Spira, «'ennemi intimede Florent Emilio Siri, sParis Match 4 Oct 2007, 18 May 2011,

<http://www.parismatch.com/Culture-Match/Cinema/Attennemi-intime-de-Florent-Emilio-Siri.-69709/

173

Camille Brun, « LEnnemi intime» MCinéma.com2 October, 2007, 19 May, 2011

<http://www.cine81.com/fr/fiche_film.php?cc=1&cf=529
* Thomas Sotinel, “LEnnemi Intime La guerre d’Algérie éclate & I'écranl.e Monde 2 Oct 2007, 18 May 2011

<http://abonnes.lemonde.fr/cinema/article/2007/10/6@nemi-intime-la-guerre-d-algerie-eclate-a-I-

ecran 962044 3476.html

175 Jean-Michel Frodon, kennemi intimep Les Cahiers du Cinéma27 (2007) :34.
178 philippe Rouyer, “De A & Z: [Ennemi intime” Positif, 560 (2007) :42.
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(Algerians working for the French military) who fglt against Algerian independence. While
historical accuracy concerned the scriptwritergeaspective that defends the actions of the
perpetrator undermines the verisimilar horror ofuong suspects. In fact, a close analysis of the
film’s torture sequences reveals an overriding thefregret, as well as a justification of French
torturers who were placed in difficult circumstascdach of the three torture scenes in
L'Ennemi intimeserves a different purpose for our protagonisgutenant Terrien (Benoit
Magimel), an educated, idealistic, young man whe neat drafted, but chose to go to war out of
intellectual curiosity (much like Chris d¢tlatoonor Guy Rossi oMon Colone). This kind of
protagonist appeals to the audience who identifigls his outsider position in the military and
sympathizes with his humanitarian politics. Theatdey plot, which consists of incidents that
illustrate the French soldiers’ inner conflict beem morality and military loyalty, begins in
1959, a pivotal year in which France rapidly insesh troop levels in Algeria. The main
characters, Sergeant Dougnac and Lieutenant Terdeange negatively due to their war
experience; by the film’'s end they demonstrate sgmpg of post-traumailthough the film
includes many battle scenes, including a napalm bigt’’ —character development
emphasizes the effect of the torture procedursummaryL’Ennemi intimecontinues torture’s
function in degrading Algerian victims and dimings) even when it acknowledges, the French

military’s responsibility.

Torture Sequence 1: Liberating the Victim

One night, Lt. Terrien is awoken by a drunk solgikrying a trumpet (the ominous horn

otherwise plays “Taps” at funerals) and discovelnats happening in the canteen. Nighttime is

177 This is the first appearance of napalm bombiran Algerian-war film.
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particularly full of mayhem inL’Ennemi intime when drunkenness and torture rule—torture
séancer sessions did usually take place at nighferrien walks by soldiers gathered in the
canteen, where the atmosphere seems more crazedothal. Exercising his authority, and
indicating his disapproval of the canteen’s moaalturns down the loud stereo playing Dalida,
(French-Egyptian sex symbol and chanted§e)Terrien then sees Amar (Lounés Machene), an
Arab youth he recently rescued after the FLN agddke boy’s village, breathing heavily near a
closed door. Terrien notices a flickering light aogthrough the cracks around the door, as he
approaches the door, the sound of moaning, whicpai$ of the canteen’s sound design,
increases. When Terrien pushes the door open wa $segnbling male prisoner in a wooden
barrel full of water, attached to electrical wirdsvo soldiers stand over the prisoner while a
harki turns a wheel to generate the electricity. Angefedrien detaches the wires and dismisses
the head soldier. Enraged, as Terrien exits thenbbahe shoves over a table where soldiers are

seated and turns off the music, stunning the saldied engulfing the canteen with total silence.

Contrasting with the drunken behavior of the sokjispeaking loudly and playing cards
within the cantine, the camera mirrors Terrien’brggty throughout the sequence, facing him in
a steady medium shot, as he walks past the soltliei®e canteen and dismantles the torture

session in the chamber (Image 1). Notably, theisddn the torture chamber appear to be sober.

178 Marnia Lazreg explains that e&ances the term used for psychoanalytic sessionstatiere sessions can be
used as a psychological release for the tortukdasnia Lazreg;Torture and the Twilight of Empire: From Algiers

to BaghdadPrinceton: Princeton University Press, 2008)125.

179 Some relevant lyrics heard in “Come prima”, thdid@song playing, are: “Et je reste prisonniémésgnniére de
tes bras, come prima,” (“and | stay prisoner, pré&sdn your arms, as before”). However, the regheflyrics
present the imprisonment as a romantic, eroti@rejiément.
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In fact, the two soldiers guiding tle&ancehave specific goals in torturing the suspect: sags
plainly to Terrien, “Il va parler maintenant” e will speak noW. So while the chamber is
surrounded by revelry, within we witness an absteimiprocess, not unlike the torturelia
Battaglia di Algerj although the procedure is painful, it is necegdar acquiring specific
information. In this scene, Terrien’s actions umsdere his humanitarianism, a trait most
noticeable when he finds and saves Amar. The cameantorces his clear-sighted compassion
for the oppressed, in this case for the torturémicsolidifying Terrien’s altruistic ideology. The
camera movement and blocking also demonstrate enésrisovereignty over the platoon; his
domination of the frame (he is in every shot) desti@tes how his presence controls the fate of

the tortured as well as the torture squadron, &neMen overpowers the soldiers’ carousal.

The first torture sequence is pedagogical for ®acrnow the Lieutenant knows where
and how suspects are tortured. Despite the breVitlye scene (it lasts only two minutes) and the
sense of distance created by the camera (otherttv@mibrief close-ups of Terrien, the camera
remains at a medium to long-shot distance) thetafmclearns as well. However, Terrien’s
brave and humanitarian action in the short, rempseduence lessens the shock of the French
military torture. This is the first time we see tbhkamber, and although we will continue to
associate the room with torture, we will also rerhemthe room as the place where Terrien
liberated the Arab. In this way, the positive mggsaf the first sequence prepares the public for

the more drunken and violent second torture scene.

Additionally, by disrupting the torture sequencerrien enhances his bond with the Arab
boy, who now understands him as a link to jusfide audience takes Amar’s cue; although we

see the military acting unfavorably, within thisacls we have found a caring, reasonable French
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soldier. In this way, the scene augments a metagpfesent since Terrien’s rescue of Amar: the
boy represents the Algeria many colonists and Fremperialists envisioned, a helpless and
ignorant child, while Terrien, symbolic of Franceisission civilisatrice offers the aid and
protection that Amar (Algeria) needs to surviveeTiext day, while Terrien makes notes on a
map of Algeria, Amar brings him a cup of coffeerrien then assigns the child the job of coffee
server and comforts him by saying, “On s’occupeai@enaintenant” (From now on we will take

care of you).

Torture Sequence 2: Torturing to death

The father/son relationship between Terrien and rAmakes Terrien’s torturing in the
second torture sequence particularly upsettingdfoar. However, for the audience the camera
and plot relieve Terrien of some of his guilt. k&rin the day on which the second torture scene
takes place, the FLN shoots a captain with whommidedisagreed but still felt allegiance. This
murder angers Terrien and he seeks revenge. Thadéarture sequence opens similarly to the
first: Terrien looks out his window in the midnighburs to see a drunk soldier whining
disjointed notes through a trumpet. But in conttasthe first torture scene, now when Terrien
walks to the canteen the camé&wlows him, showing only the back of his head and uppekb
Contrasting with the steady camera of the firstuter sequence, the camera here sways from
side-to-side, reflecting Terrien’s altered statéhdugh the camera continues to center Terrien,
emphasizing his importance, the view of his backwadl as the camera’s drunken swaying
suggest that he is no longer in control of hisandi(Image 2). Here, one is reminded that Siri
directed a video gam8&plinter Cell(2002), based on a Tom Clancy novel, for Terrigpeaps as

an avatar as he moves through the canteen intottuee chamber. This photographic approach
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helps to absolve Terrien from responsibility, foe tspectator envisions another person or force

dictating his movements.

However, when Terrien walks into the chamber, thme&ra turns to center on his face
and shoulders. Upon entering he passes a nude nrdp-his upper body is shown—bloody
from whipping, his wrists tied to the ceiling. Heeh stops at the room’s centerpiece, a tub
holding another nude suspect who is being shodkedhe first torture scene, the victim wore
pants, demonstrating the army’s and the film’s kedican of torture.) There are perhaps ten men
in the room; several pairs of feet dangle from fa (im the first sequence, only two bystanders
were watching), and at least four other men coutellio the torture. Amar also enters the room
in an attempt to save the victim from Terrien's iken whim. The group involvement
exemplifies a purely voyeuristic element; the saiglisitting on the loft chant “Speak, speak”
(“Parle, parle) but do not participate. This, augmented by thelity of the torture victims,
creates a sexualized environment in which themigi demeaned first by nudity and then by

torture.

In Marnia Lazreg’s booRwilight and Torture of Empird=rom Algiers to Baghdathere
is a section entitled “Sexy-ing Torture.” Here, teg describes the erotic function of torture
during the Algerian Waf®° Suspects were initially stripped and then syst@aiy shocked on
the nipples and genital areas. Rape was not uncofithS8he writes that in a torture chamber

the French soldier, “either lets his fantasy lobgeoercing his victim into sexual positions, and

180 Lazreg 143.
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by touching him, or prefers to contain it, gazimgling, instead.*® Terrien epitomizes this
tension between ogling and touching the suspettially, he stares wide-eyed and confused at
the victim in the tub we know is before him, befgoening the others to chant. However as
tension mounts, he breaks free and grabs the ¢ortanan’s ears, pulling on the lobes violently
(Image 3). In this moment, the group atmospherevavelms Terrien. Intoxicated, he at last
succumbs to his desire to touch the suspect. Hetékes the wire and shocks the suspect’s chest
(Image 4). Although electric shocking of the nipgpleas a common practice during the Algerian

War, Terrien only shocks the area above the areolae

Seconds later, a soldier yellD&dns les couilles” crudely ordering the electrocution of
the suspect’s testicles. Before the suspect dies fpain, another soldier approaches with
scissors and suggests that they cut the suspexgtiesi castration was meant to rip the
masculinity from the victim, destroying his abilityy have children and feminizing him
further!® However, Siri does not explore these torture tiphes cinematically. They are only
mentioned. In this manner, the film negotiates leetvthe sex crime aspect of torture and
French nationalism. The camera only insinuates $exual nature of torture, while
simultaneously soliciting the spectator's empatbwy the French torturer/protagonist. Although
Terrien places the electrodes on the victim’s ghestre is no close-up of the hands and nipples
that might expose the sexual nature of the tecknigurthermore, while the soldiers tell Terrien
to shock the victim’s testes, he takes no sucloactnstead, he continues shocking the victim’s

chest even after the victim dies. Consequently stteme protects Terrien from any homosexual

182 Lazreg, 134.

183 “When the militant is unshakable, making bedi¢vat he is going to be castrated might work.regz 135.
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impulse of torture training. Furthermore, as | haheady suggested, the acting and camera
movement that mimics the effects of alcohol empathiith the Terrien’s sudden turn to

psychological warfare.

Lazreg discusses a childbirth metaphor that is comamong torturers: the torture team
works frantically together to induce labor on thisgect, and after much pain, he will at last utter
the needed words. Additionally, we can use a sexugdhphor to characterize torture: the release
of words from the prisoner serving as the optintgaem. The increasing speed of the generator
and the escalating volume of the men’s chants, lwihiecome more sexual throughout the
sequence, simulate a climax. If in the first togtisequence Terrien denies the diegetically
engaged soldiers and the non-diegetic audienctbitie” or “climax” by freeing the suspect, he
demonstrates this primitive masculine release, bgcking over a table upon exiting the
chamber. In the second torture sequence, the dédtle victim denies the torturers a “birth”, or

satisfaction.

However, the manner in which Terrien tortures thgpect to death finally causes Amar
to flee; angered and disgusted, he begs Terriestow electrocuting the suspect throughout the
sequence. After the prisoner’s death, Terrien cakmits the building to smoke—continuing the
sexual connation of the scene—whereupon he witeesser escape over a chain link fence. At
the end of the film, Amar, now an independencetéghshoots Terrien, who is wandering in the
wilderness by himself. Their relationship thus ehkis the conflict between their countries will
end, with the colonized rebelling and using viokerto terminate colonial power. In fact,
Terrien’s hypocritical violent turn provokes Amarecision to become tellagha and thus

Terrien’s decision to torture ultimately causes dwan murder. Although Terrien and the group
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murder a suspect, for the twenty-first century -éoriure public, the film provides a moral

consequence, which is retrospectively deemed ptivéuic the fight for independence.

Although the camera intensely frames Terrien a&t shoulders in most shots of the
second torture sequence, once he reaches thentubamera takes a 30 degree slant, capturing
the viewpoint of the tortured looking up from belolalf-submerged in the circular t&#.The
camera remains focused on Terrien for the resthisf $equence and the spectator thereby
becomes detached from the victim. While there ave intercut shots of the victim, they cannot
be identified as reaction shots, for the tortureahis face is not centered. Instead, the camera
photographs the victim from the side. His head ddaack conveying weakness and pain, so that
our only view of his face in these brief secondsipside down at a % turn. In this way, the
camerawork oL’Ennemi intimereiterates the act of torture by keeping the mictéin arbitrary
and anonymous OtheiThe camera dehumanizes the victim, distorting exipression at this
angle. Furthermore, the 30 degree angle, pointiedv\vshot captures and centers Terrien,
continuing the domination of his image over therai@re. Additionally, the torture victim’s face
is given the most screen time (three seconds) haédras died, suggesting that his death is more

important to the film than his life (Image 6). Wiil’Ennemi intimedoes not depict victims

184 An interesting comparison can be found in thestriamous gang rape scene in cinema fiidre Accused
(1988). The Accusedlso employs the victim's point of view to shooetmen raping her from the chest up.
However, while both films utilize the point of vieaf the oppressed to illustrate the experienceutite/rape, the
affect is clearly different. The camera’s attenttorthe victim's facial expression ifthe Accusednakes the viewer

empathetic to her experience.
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forced into sexual positions, the scene inferssthaual nature of torture, resulting in images that
cinematically suggest a gangrape scenario. Howelempite these implications, peer pressure
and alcohol direct the actions of the perpetratotggonist, relieving him of full responsibility

for his actions.

Although the dialogue does not reveal whether tlsénv whom is tortured to death is
suspected for the murder of the French captaindbetirred earlier that day, one can interpret
the behavior of Terrien and the other soldiersaatisplay of grief for the departed, Captain
Berthaut. This is especially fitting because earlie the film, when debating with Terrien,
Captain Berthaut voices his belief in torture aseans of psychological warfare. Furthermore,
in this dialogue Captain Berthaut predicts how weight of the battle will cause the young
humanitarian’s sharp turn. He say¥,otis allez changer comme nous avons”t¢u will
change like we all have”). Therefore, when Tersrengefully tortures the suspect for the murder
of Berthaut, he pays tribute to the Captain’s gujchy. He also proves the captain’s wisdom:
that torturing is a natural consequence of theiwalgeria, to which even the most opposed of
French soldiers will eventually succumb. This seib#lement of fatalism in the script
corresponds to the camera work simulating Terrienimken state; both absolve the protagonist
of responsibility for his actions. Furthermore haligh Terrien tortures and consequently kills a
prisoner, he has already proven his benevolenceebguing the Arab boy, Amar, from his
massacred village and into the relative safetyhef filatoon, and by freeing the suspect in the
first torture sequence. Because of these instasfagmmpassion, the drunken abuse appears as an

anomoly, a lapse in Terrien’s character due tdotiality of war.

Torture Sequence 3
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In “Three Essays on the Theory of Sé®yaFreud argues that inflicting pain on others
is primary to masochism, which “is nothing morertlza extension of sadism turned round upon
the subject’s own self..’®°In the first and second torture sequences, we sstrike sadism
embedded in military procedure. The third sequehogever, enacts a reversal of activity to
passivity, as the torture becomes reflexive. Is Huene, Terrien stops a fellow officer, Sergeant
Dougnac (Albert Dupontel), from torturing himselitoof guilt. Again, Terrien sees a flickering
light from his room and realizes that torture isntg place in the chamber. We then see Dougnac
in the tub, lit from the ceiling, and @arki soldier, Said (Lounés Tzairt), spinning the electr
generator. Said stops momentarily, and a closeisglags his extreme grief at torturing one of
his superiors. Dougnac then points the gun at Saddtells him he will be shot if he does not
continue. At this moment, Terrien walks into themo Angered by the interruption, Dougnac
threatens Terrien with the revolver and yells ah o leave immediately. But Terrien is not
deterred by Dougnac’s words or weapon. He stangsstizally (Dougnac is low in the tub and
Said sits at the generator) and stares steaddynedium shot before sayind)dnnez-moi votre
arme c’est un ordré (“Give me your gun, it's an order”). Dougnac $tato hand the gun to
Terrien but then turns it on himself. Luckily, Tiem grabs Dougnac’s hand in time, thwarting
the suicide. As he takes the gun from Dougnac’sdhdre slams it downwards, breaking
Dougnac’s upper lip. This action is the orgasm iothlof the sequence. The mounting tension

ends abruptly and the goal of the torture—painatétl by another, however muted—is reached.

185 Sigmund Freud, “Three Essays on the Theo8eafiality,” The Standard Edition of the Complete Works of
Sigmund Freud24 volumes, ed. by James Strachey et al. (Lont@be:Hogart Press and the Institute of

Psychoanalysis, 1953-74) vol.7, 158.
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In this third torture sequence, the torture vigtidbugnac,chooseso be victimized,
demonstrating his agency in self-degradation.rigtyi, the apparatus views his self-torture with
a respect that is withheld from the suspects. AigloDougnac sits in the same tub of water as
the nameless Arab tortured to death, he chooset® isttip, wearing military green trousers. It is
not clear where the electrodes are attached tbddy. We only see the cords wrap around his
shoulders and waist. In this way, several erotpeats of the previous torture scene—nudity and
verbal reference to the genitals—are absent. AjhdDougnac is bare-chested and throws his
head back in agony like the former victim did, tanera primarily photographs Dougnac from
an upright position (Image 7). (An exception is whhe camera captures Dougnac jutting his
chest and pelvis upward in agony from a bird’s gyew.) In this way, just as Terrien was
protected from homosexual or perverse imagery endbcond sequence, the sexual nature of

masochism in Dougnac’s self-torture, though presemains unexplored.

The exchanges of dialogue between Dougnac, Sad Tarrien also allow for shot-
reverse-shot close-ups of Dougnac. As in the oftlmench films about the Algerian War that
portray dialogue between a torturer and his victsuch asLe Petit soldat(1963) andLa
Question(1971), the victim is French; there is still no ek cinematic representation of an
Algerian independence fighter speaking during aitute, even though historically, discussions
of literature and politics between FLN members &neinch soldiers took place during and in
betweerséancesWhile the soldiers in the second torture sequaeeeen angry and excited about
torturing an Algerian, when a French soldier tatuhimself, it warrants humane treatment. In
fact, Said is saddened to tears rather than engybd generates the electric current. The rising
tension of the group in the second torture sequenabsent in the third, as there are only two

men in the chamber with Dougnac, and they spedierahan chant. While the previous two
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torture sequences conserved the eerie blue tinhefmighttime hours, here in the third, the
chamber appears warmer and brighter in orange alalwyhues. This enhances the friendship
and sobriety of the two men who aim to stop a fellsoldier from self-injury or suicide.
Although we do not see Dougnac drinking in the s¢dis slurred speech and behavior suggest
alcohol abuse. This confirms that our main characteougnac and Terrien do indeed commit
heinous acts that are inconsistent with the mooléiex they otherwise represent, but only after
consuming alcohol. The message of the sequence&ksspeamultiple levels of the soldier’'s
experience: Dougnac demonstrates how the actsedfrbnch torturer lead to self-punishment,

while the sovereign Terrien controls situationsgganus to other French men.

The sequence counters General Jacques Massu,o$tefamous self-torturer of the
Algerian War, who advocated the interrogation pdare, but proved his objectivity by only
employing torture techniques that he had firstdtioe himself. Evidently, Massu found electric
shocks tolerable, for he wrote “the condit&ine qua norof our action in Algeria requires us to
admit these methods, as they are necessary andlyneatuable in our souls and in our
conscience®® Conversely, Dougnac’s self-torture does not attembjectivity, since it is driven
by a drunken, suicidal impulse. By electrocutingnéelf, Dougnac demonstrates that he is
familiar with torture techniques, implying that has witnessed or even committed such acts. In
this way, L’Ennemi intimepresents a soldier not testing the torture practar arguing its

worthiness, per Massu, but one who, already asgpts procedure as excruciating relies on the

186 “La conditionsine qua norde notre action en Algérie est que ces méthodesntsadmises, en nos ames et
consciences, comme nécessaires et moralement eslaBlerre Vidal-Naqueti.a Torture dans la République

1954-1962 (Paris Les Editions Minuit, 1972) 47.
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instruments as means of self-punishment. Massiserigition of torture as “morally valuable in
our souls and in our conscience” has a dual meanhmn applied to a soldier suffering from
post-trauma like Dougnac. Here, torture represkath self-condemnation and seldification.
Yet Dougnac, unlike Terrien, never speaks abouurter Nor we do not see him in the torture
chamber during Terrien’s previous visits. Therefqust as the plot absolves Terrien’s torture
casualty with instances of humanitarianism, dedpaegnac likely experience with torture, our

lack of visual evidence against him, guards hisattar from a harsher judgment.

In any case, Dougnac in the tub embodies the Rraarturer’s guilt, even if suffering
from mere complicity in the torture operation. Bytexring the torture chamber, seating himself
in the tub, and attaching the electrodes to hisybtte soldier trades places with the Algerian
torture victim. Furthermore, by choosing an Arabgamerate the electric current, he racializes
the exchange. Freud would say that Said is thefetmgd into the role of an active subject
inflicting pain.: “An extraneous person is once mosought as object; this person, in
consequence of the alteration which has taken ptatiee instinctual aim, has to take over the
role of the subject’™’ However, with his gun determining the Arab’s moeerts, Dougnac

controls the scenario. Although the film places Erench sergeant in a passive, masochistic

position, he holds the firearm—the phallus—and timesscene demonstrates French dominance.

Furthermore, in this scene the camera does nasfon the human labor generating the

electricity (Said), but rather on the masochisticr@av and pain arranged and endured by

187 Sigmund Freud, “Instincts and Their Vicissitsid@he Standard Edition of the Complete Works of Siginu
Freud 24 volumes, ed. by James Strachey et al. (Lontba:Hogart Press and the Institute of Psychoaisalys

1953-74) vol.14, 127.
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Dougnac. This lack of attention to Algerian chagastis central to the portrayal of torture
throughout the film; the camera only briefly coresslthe two Algerians who suffer in the torture
chamber, as accessories in a complicated Frenchadr&urthermore, the manner in which
Dougnac is lit favorably in upright close-ups andlague complicates any comparison between
the French sergeant and the dying, angled, Algesaspect. This difference in facial
photography also illustrates the level of pain eadby the Arab suspect, who is no longer able
to support his head, demonstrating that the Fresobtiier tortures himself with more restraint
than an Other. Therefore, although the film poaitsanalogy between the pain endured by the
French perpetrators and the suffering of their Algevictims, it is the perpetrator’s trauma that

the film renders more valuable.

Spectator Guilt

The three torture sequences LliiEnnemi intimeform an exculpatory argument for
French torturers, while demonstrating how the pi@tma of torture complicity creates a need
for punishment. In the first two sequences, the eranand plot clearly aim for the public’s
identification with Terrien. However, it is the tHipsychologically complex torture sequence
that reveals the audience’s position in watchinfeaure about the French army’s torture
practices. While Dougnac represents the Frenchtamyjls turn from active sadism to passive
masochism in his self-torture, the public watchihg sequences of torture also assumes a
passive role. (Even if many films seek the vieweasticipation, as in Barthes’ writerly text, this

feature exhibits the action-image or the readenky.}®

188 Scholars debate whether film audiences areethgassive, Richard A. Gerrig and Deborah A. Peenti

convincingly argue that the audience frequentlydwssersational thoughts with a film, and or magesiments.
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Dougnac craves punishment because he feels foiiltyitnessing or participating in a
torture séance.The audience of’Ennemi intime a French language, French production, has
now equally viewed the same heinous behavior. Toeresimilar feelings of shame and
culpability through national association are likédyinvade the film’s mostly French spectators.
As guilt drives Dougnac to torture himself in arfoef to absolve his sins, the consummation of
the film, specifically the scenes of French abusewise represents self-reprimand for the
patriot. Even if the sympathetic camera anglesyaole of alcohol, and the loss of a captain help
to justify the torture practitioners’ cruelty, tlsequence remains highly disturbing, and French
spectators who feel ashamed of their military’stpaslicy, but are compelled to continue
watching the film unconsciously commit self-harrm this way, while L’'Ennemi intime
cinematically exposes the buried history of thenEretorture policy, the film also provides a

way for French spectators to punish themselvethfar national past.

Additionally, if we follow the thread of Catholjenitence in Dougnac’s self-torture to
the conclusion of the film, we find the conceptatbnement: while Terrien dies at the hands of
the Algerian boy he disillusioned, Dougnac, whadeguilty and attempts physical amends for
his (and the French military’s) behavior, survivéarratively, it is guilt and self-torture that
absolve Dougnac and make him suitable to reentmdfr society. In the last scene, we watch

Dougnac desert the army by bus, while he referBetoien in a voice-over monologue: “Avec

However, as these thoughts and statements do rtatijpate with the onscreen action, | still pereethe audience
in a passive role. Richard A. Gerrig and DeboraP#entice, “Notes on Audience Respong&ist-Theory
Reconstructing Film Studiegd. David Bordwell and Noel Carroll (Madison: Weisity of Wisconsin Press, 1996)

388-407.
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son idealism a la con, il ne serait jamais surveeugu’il est devenuyWith his stupid idealism,

he never would have survived what he had beqbrtieTerrien could not have survived the
torturer he had become, perhaps Dougnac’s selirorallowed him to expiate his guilt and
endure the trauma of torture and warfare. The scehdorture, along with the scrolling texts
outlining the futility of the Algerian War that imdduce and conclude the film, similarly provide
an avenue for the French spectator, disgusted Mriince’s comportment in the nation’s last

colonial war, to confront these past crimes asdonrdession, and thereby atone for them.

Not that the veteran will go unscathed: while Dwag survives the mayhem of the
Algerian War and, as the retrospective voice-ouggssts, reintegrates into French society, he is
duly marked by post-trauma. Although Dougnac’s keeitence only hypothetically concerns
Terrien With his stupid idealism, heould never have survived what he had becpntedoes
reveal Dougnac’s own post-traumatic death wisheéaly indicated when he turning the gun
towards himself). In fact, Dougnac’s desertion frbra army, as well as his self-inflicted torture
and suicide attempt, prove the severity of histgay in an ideology as strong as Terrien’s.
Furthermore, althoughiL’Ennemi intime proceeds in chronological order and takes place
exclusively during war time, by concluding with theteran’s monologue and a historical scroll,
the film declares the enduring trauma of the AlgerWwar on France, and more specifically, a
national post-trauma from torturing. Dougnac at ¢ne of the film, symbolic, of post-colonial
France, will continue to be affected by his paditamy service, just as the repercussions of the
Algerian War for Independence persist in Franceisant cultural crisis. (This is evinced in the
rise of the National Front, an ultra-right-wing fyastarted by Jean-Marie Le Pen, an Algerian
War veteran; in the discrimination and unrest afosel- and third-generation North African

immigrants; and in the profound misunderstanding disagreement in international relations
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concerning Algeria). IL’Ennemi intimeremains frequently compared Rdatoon visually and
thematically, the film uniquely provides its publath a retrospective French explication and
account of past war-crimes that apologizes forkkavior of veterans. Ultimately, Dougnac,
defined primarily by self-punishment and atonemeesembles the French spectator, as both

struggle to mitigate and integrate the militaryaspwith life in contemporary France.

La Trahison

This study ofLa Trahisonfocuses on the how the film depicts the ambigdeangs of
national loyalty, felt both by a French Lieutenamtd his harki. After giving my readers a
background in the film (the director’'s past worke tfilm’s press, and plot) | will give a close
analysis of several sequences in the film: a priext® sequence in which contradictions in sound
and image recalMuriel; the depiction of Arab women during an ID card fghehoot; and a
specific sequence that demonstrates the exchandeoking at the Other that takes places
throughout the film between French and Arab sosdiewill lastly discuss issues of language in
the film; thoughharkis speak French to their superior, they speak exalsirab to one

another. The use of subtitles affords the spectatorique place of objectivity.

La Trahisonis based on the autobiographical novel of the saamee written by Claude
Sales in 2000. The narrator is an unnamed Frermitémant, who describes his perception of an
Algerian soldier, Taieb, whom the military eventyahrrests for conspiracy with the FLN.
Although both the novel and the film build suspeasgund Taieb’s culpability, the film differs
from the book as it does not favor the Lieutenaptst of view. Camera time is evenly divided

between the two men, and there are additional scéms the Lieutenant does not witness.
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Director Philippe Faucon directs films about thaleue and multi-cultural France, specifically
pertaining to MaghrebisSamina(2000),Dans la vie(2007), and is currently finishing a project
about an Algerian man who falls in love with a Flerwoman while working in France, despite
ties to his family and wife in Algeria. Contemparacultural interactions within a changing
France are central to Faucon’s oeuvre, and sittiinmes of displaced language and tradition are
found in his first historical filmLa Trahison set and filmed in Algeria. Although the film istn

a mainstream production, and defies the public’'peetations of a war film, the press
appreciated Faucon’s artistry, and the ambiguowsstgans his film poses (in hiBremiere

review, Olivier de Bruyn complements Faucon byioglhim “radical et inspiré*®®

Obviously,
the elite film magazine critiques much preferred feature to the mainstreadEnnemi intime
Les Cahiers du Cinémiacluded a still from the film on the January 20@#rer, as well as an
interview with the director and a review in whicloBon writes, La Trahisonn'est pas du tout
un film minimaliste ni ascétique, il est plein deniments, de corps, dimageS® Pierre
Eisenreich ofPositif noted the historical impact of the film, kg Trahisorl ne nous libére pas
du passé, au contraire. L'objectivité et la dreitde son regard marquent un pas courag€dx.”

However, as an independent production without staxrdrahisonsuffered from a fairly limited

release with no international distribution.

Darkness obscures identity, and mostafTrahisontakes place at night. The first scene

begins as the platoon searches together holdisgliggts, arriving at the entrance of a small

'8 Olivier de Bruyn,Premiére 18, May 2010kttp://www.premiere.fr/film/La-Trahison-270295/(affiage)/press.

% Jean-Michel Frodon “Critiquel.a Trahison: Ce qui bouge dans les creux de I'histoirées Cahiers du Cinéma,

608(2006) :21-24
91 pierre Eisenriech/‘a Trahisori, Positif, 540 (2006):26-27.
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village to find a turbaned man holding a rifle. Matl/cultural identity is less distinguishable in
the midnight hours, but with difficulty the audiendentifies a French soldier and an Algerian
villager with the gun. The screen then flasheslaaly with written words that inform of us our
setting: “Algérie, 1960, le 5 ou 6 mars.” “Ou” inngd that the film is a personal account, and
possibly a journal. The written dates on a bladkeeat work as chapter headings throughout the
rest of the film, evoking a military journal of Lieenant Roque, or a journal that Taieb might

keep tracking the Lieutenant.

Flashlights shine on the number 33, sloppily painte large strokes on the front of a
small hut. As the troop approaches the Algerialagér, Lieutenant Roque (Vincent Martinez)
yells, “Lache ton arme! Leve tes mains!” Two Frersdidiers check the silent Algerian man,
whose face is lit under the number painted on biméx This opening sequence introduces the
film’'s primary themes; the darkness of night reprigs the ambiguous plight of indigenous

soldiers working for France, as well as the Framditary battling against guerrillas.

The next day another Lieutenant comes to the cangpeéak with Roque about a battle
that took place the night before. As his jeep apghes, Algerian women in colorful headscarves
stare ahead. The Lieutenant explains to Roque fisneep that darki defected to collaborate
with the FLN but then returned to the French mmlitavith secret information. Roque
immediately arranges a meeting with his four Mustiohdiers (the term used throughout the film
to describe the Algerian draftees working for Fegnavhom he explains are nbarkis but
appelés When Roque tells them about tharki turnedfellaghg Taieb (Ahmed Berrhama)

speaks, “Donne-moi ton arme, et je vais le tuee’d&iplains, « Il n’est ni avec les fellaghas, ni
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avec les Francais. Il a trahi les uns et les autreésnother Muslim soldier recalls what the

defectecharki said to him in their last conversation :

Le jour avant il m’a dit, j'ai fait la guerre pola France en Italie, Marseilles et
Lyon. J'ai fait la guerre de I'ilndochine. J'ai difessé trois fois. La France a été
ingrate avec nous, et les Algériens ne doivent plusner leur sang pour elle.

Alors pourquoi il reste pas avec les fellaghas?

Although the use of third person protects the soltiom sounding pro-liberation, the quotation
states the larger problem for Algerians fighting Foance and may reflect the thought process of

all the Muslim soldiers.

Although the Muslims speak exclusively in FrenchthwRoque, they communicate
amongst themselves in Arabic. Subtitles translaggr tconversations in Arabic throughout the
film.*%? The Muslim soldiers conclude here that the aforgineed harki is a traitor, though with
whom they sympathize is vague. During the day—"“7ran&ers 8 h section Pélissier'—the
platoon enters another village to searchfétlaghasand hidden arms. The women and children
line up in front of the military. Here the militadependence on Algerian soldiers is apparent;
the villagers claim to speak no French, and thex¢hesoldiers do not speak Arabic. Without
translators communication is impossible, though mamication can never be verified by the

military leaders->

921n the novela Trahison the narrator never indicates that the soldieessn Arabic. In this study, | will quote
the French subtitles, which were understood byFtieach target audience.
' The narrator of the novél Trahisonnever discusses tlgpelésspeaking Arabic among themselves. The

tension caused by the language barrier is uniqtieetdilm.
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Taieb follows Roque’s orders and asks the womeivigiually where their husbands are.
Each responds with “Je ne sais pas,” or “ll chehéravail,” which is the recurrent response in
another scene of questioning. Roque realizes thardity of the situation. Frustrated, he says
“elles s’en fouent de nous,” and orders the husleasdfamilies to leave their dwellings
immediately. At “12h” the military begins torchinipe villagers’ shacks as a threat to the
fellaghasthey believe hide weapons there. Shot-reverseeshotters the villagers walking away
with their belongings tied to donkeys and cartsl #reir homes in flames. Roque looks at smoke

rising from a distance.

The next day, in an office meeting, Captain Fran¢PRatrick Descamps) notifies Roque
that all of his Muslim soldiers are conspiring witie FLN for his assassination. Roque does not
want to believe the Captain, but cannot deny thpt&a's evidence, a journal provided by the
recently returned soldier who had worked brieflghathe FLN—with time headings not unlike
the film’s journalistic chapter headings—which IRbque’s schedule in precise detail. Annoyed,

Roque agrees to look for more evidence and to@aohally until he acquires more information.

The abundance of night scenes and pensive looksgsrthe film a uniquely less-violent
war picture*®* In fact, there is only one battle scene in thérefilm. A long shot with a panning
camera capturdellaghasand the French platoon staring at each other girdle barrel of their
shot guns and exchanging insults in Arabic. h#&ki yells at thefellaghas (translated from
Arabic in French subtitles), “La France vous gatdatvie!” A fellaghayells back, “La France
profite de votre misere de vous utiliser. Vousuandez de sang et celui de vos freres.” Both

sides exchange the word “traitre” until a guersllgunfire breaks the conversation. When a

** The novel has only one scene post-combat and keseribes combat in any detail.
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French soldier is mortally wounded another Frerattlier responds by throwing a hand grenade.

The French platoon runs down a hill, we hear thande of a helicopter in the distance.

Although the grenade kills thréellaghas which the French military display publicly—a
policy of the Algerian War also found iMon colonel and L’Ennemi intime—Roque is
nonetheless angered by the death of a French settizm he knew weft® He yells angrily at
the exiled Algerian villagers that haphazardly Blbes entrance when returning to the camp, and
the Muslim soldiers take notice. In the early ewgniwhile sharing a jeep with Taieb, Ali,
another Algerian draftee, asks him what he thinksRoque. Taieb only says “plus tard,”
intensifying the mystery of his true feelings. Aien asks Taieb if he has spoken to Ahmed.
Taieb tells him that Ahmed will do what one telimho do, with no further indication of who is

giving Ahmed orders or what those might be.

During the day, two prisoners are made to wearepagacks with eyeholes to
anonymously identify a man out of a larger groupimdigenous men. The next sequence
foretells the chosen man’s future. In shot-revetset; a French soldier questions anbaaki
translator threatens the suspect, while two othendh soldiers set up an electric generator. The
last shot shows the suspect at a diagonal, a taimima white tank undershirt strewn across a
wooden board in a medium shot, his hands and praslynfeet buckled to the board. However,
we do not see his torture in the following shotstéad, we see an unknown soldier calmly
looking forward (presumably reading) near a windowanother room. Within seconds the

echoes and agony of the prisoner screaming ingliatarb his meditation. The soldier grimaces

% An Algerian woman approaches Taieb after the baafieslisplayed. She is disgusted, and tells himhibas

killing his brothers before spitting at him.
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and then turns to move the arm of a record playgich then commences to play lyrical
classical music. We then see the turbaned tramséaditing the torture chamber and walking
down the hall. The turban the translator wears ttiespre-torture to the next sequence. As the
platoon walks through an Algerian village, a vikagn an identical white turban crosses their

path.

Later in the film, Roque seizes an opportunitgéarch the Muslim soldiers’ quarters for
evidence when they break their fast at sundownnduRamadan. As he hurriedly rummages
through their belongings he finds a conversionrflyeitten in French, «Mulsulmans qui servez
les COLONIALISTES vous TRAHISSEZ VOS FRERES3%Roque takes the flyer and exits
before they return. Roque later returns to the aiajst office, who is now accompanied by
another high-ranking officer. They promise Roquat ttney will use discretion when capturing
the Muslim soldiers the following day. The next degque receives a phone call. When a big
black truck arrives, Roque goes to speak to eatheofiour soldiers individually. He tells each of
them methodically, “Il y a des papiers a signerieTirst to enter the truck is Taieb. Soldiers
take both of his hands and cover his mouth asdheyltaneously pull him into the truck. Roque
watches from a distance (as he viewed the villagdire) as each is captured. He then walks

beside the truck as the driver waves.

Roque returns to Captain Fauchet’s office, presynafter the military has questioned
their new prisoners. The Captain discloses theldaththeir interrogation, and explains that no
torture was necessary. Taieb immediately confessextganizing the others, and making two

previous attempts at murdering Roque that weredaltie to his inability to kill his Lieutenant.

% The capitalization of certain words is taken ditefiom the flyer, which is as cited, in French.
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The Captain offers Roque a cigarette, but he delinith a look of disgust. The Captain is
disappointed and surprised that Roque had not stespéhe operation. He asks, “Comment tu
basculais?” Roque responds, « C’est moi qui acihcontradictions. On les a piégés, on les a

mis dans une situation qui n'a pas de support. »

The next shot follows the Muslim soldiers walkingnd-cuffed in pairs, forced to enter
the black truck once again. The camera then lobksugh the truck’s back opening to view
Roque in the shade of the building’s arch. As Taieters the truck he turns around and yells,
“Vive I'indépendance honnétement! Vive I'Algérielh the last shot we witness his downcast

face in the sunlight, silent in the moving truck.

To (show) torture or not

The absence of a torture sequenckantrahisonseparates it from the majority of films
that take place in Algeria during a war that bec&mawn for the French interrogation technique.
There is no torture montage referenciregBattaglia di Algerias there is itMion colone] nor are
there the short, gruesome sequences fouhtEimnemi intime However, while the eight shots of
the film in the torture chamber take place preu@t these shots imply the inevitalifé.
Furthermore, the torture audible in the followirgpsof a soldier reading in a distanced room
forces the viewer to conceptualize the torturenigiplace, an internal exercise with no visual

cues'®® In these shots, the soldier’s reaction, annoyedibooncerned, contradicts the intensity

" There is no such scene in the ndvalTrahison although torture is mentioned as something thetics at the

post.
% Another scene which uses the same technique oaftershe battle sequence. Taieb and Ahmed wateh as

French soldier forces a turbaned man in a stripeit tout of the cave in which he is hiding. The tr&hot shows
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of the imagined torture. The chamber is close Vigwes the viewer has seen it in the preceding
shot, and close physically, in the same buildingnétheless, the torture chamber represents
another frame of mind; the paradox between the $waces (the torture chamber and the
soldier's room) heighten the film's objectivity andramatic irony, while simultaneously

restricting the spectator’s view.

Perhaps the most ironic touch is the recordingedtBoven’s “Turkish March,” Opus 76,
that the soldier plays to drown out the shrieksheftortured party®® Beethoven, emblematic of
Europe and the Romantic era, composed in the Tudtige as had his predecessor Mozart, who
had been influenced by the Janissary (Turkish anjfjtbands of the époqa®.A swift 2/4 time

and the abundant use of cymbals orientalizes #@ssidal music, and both composers’ marches

Taieb and Ahmed turning away as a gunshot is h&dedhen see the feet of the soldier kicking thipat tunic to
confirm the man’s death. Both scenes do not st@wrtoment of violence, but imply it through theqa@ing shot,

sound, and the characters’ reaction to the sountbtEnce.
% This gesture of moving the record player arm toyptausic which comments ironically on the prisoners’
situation, is also found in Jules DassiBlaite Force(1947) and Stephen Speilber@shindler’'s Lis{1993).

200 Beethoven first composed “The Turkish March” ir028but in 1811 he was commissioned to provide

incidental music to August von Kotzebue's Prolofitiénig Stephan) and Epilogue (Die Ruinen von Athevl)ich

were to be performed at the opening of the new iraptheater in Pest in 1812. The goddess Minewakas after
sleeping for 2,000 years to find Athens occupied bks. “Culture and reason have disappeared frowat was the
ancient Greek world, but these human qualities e preserved in Pest by the enlightened Empeaniz.”

Ludwig Van Beethoven, “The Ruins of Athens,” A@BD, 2010,

http://www.classicalarchives.com/work/4270.html#ivacks&tv=about
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were popular throughout Europ®. The French traded with and investigated Algerigirgy
Beethoven’s career, officially colonizing in 183Brde years after his death. Elements of
Occidental superiority and oriental difference fdun the march also abound in the work of
contemporary French authors Ernest Renan, AlphateeLamartine, and Chateaubriand,
demonstrating the ideology &f mission civilisatricé®? By placing music from the colonization
era over the military torture of an Algerian durithg war of independence, Faucon poses larger

historical questions with subtlety. This musicdknpretation of the Arab by a European is light

%t “Despite the popularity of the Beethoven march,gfienot a great deal of writing about the pietgesthe
incidental music to "Ruins of Athens" is consideeechinor work. The piece is usually discussed asqiahe
general topic of Janissary music. This music, oictvithe Beethoven march and Mozart's "Rondo allecd Uare
the most famous examples, tells us a good deal dheiennese view of the Turks circa 1800. Turkisusic was
generally understood to be noisy. In Mozart's ap@&he Abduction from the Seraglio," it's very e&syell the
Turks from the Europeans, simply because of theyssion instruments that are usually used in thsierfar the
former. This quality would certainly account foethianist using it in the film to cover the soumdsorture. You
can also see how this in itself unimportant musayga prominent role in the study of musical "otless."” From
correspondence with Richard Burke, a Beethovenlacha April 28, 2010.

*? Edward Said discusses these French authors’ retdrdeels to the East i@rientalism His analysis of
Chateaubriand’dltinéraire de Paris a Jerusalemwritten in 1811, the same year “The Ruins of Affen
premiered—also criticizes Muslims. He writes “Tackua precociously constituted figure as Chateanbrishe
Orient was a decrepit canvas awaiting his rest@afforts. The Oriental Arab was “civilized mariéa again into
a savage state”: no wonder, then, that as he wahebs trying to speak French, ChateaubriandikedtRobinson
Crusoe thrilled by hearing his parrot speak for fingt time....Everywhere, one encountered Orientalsabs
whose civilization, religion, and manners were®w,|barbaric and antithetical as to merit recongu&aid quotes
Chateaubriand’s interpretation of the Koran as ekbihat contains “ni principe de civilisation, niégepte qui

puisse élever le caractére. » .” Edward S@identalism,(New York : Vintage Books, 1978)71-2.
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and jovial, and the act of playing the record desithe tortured man’s mortality, precisely as the
French did at in the era in which the march was muosad. Furthermore, the recording
symbolizes how the government censored media dadted images of Algerians to soothe the

French public—distracting the French public frora #ttuality of warfaré®®

The lack of images recallsluriel ou le temps d’'un retourss film that implies the
atrocity of torture, particularly its post-traun@ateffects, without images of the act. Bernard
(Jean-Baptiste Thiérrée) plays super-8 footagaeinar he filmed while on duty—a montage of
soldiers smiling and laughing and helping Algeriadewever, his final confession, made while
projecting the film for a friend, belies the imaghke witnessed the torture and murder of a young
Algerian woman by another soldier, Robert, and rithing to stop the abuse. The paradox of
words and images makes the crime more heinousteqmdsents the censorship of the Algerian
War. Media replaced the torture and death of warfaith images not unlike those filmed by
Bernard of a helpful, group of young men. AsMariel, this contradiction of image and sound,
of image and conceptualized torture, demonstrdtesdéepth of media lies during the war that
both films arguably attempt to correct. Furthermdine soldier's movement, placing the needle
on the record, suggests the active role of theamiand media in covering the truth of war with

more appealing pictures of French superiority.

*% L’Ennemi intimeshows such a newsreel when Terrien goes baclarcron leave time. He goes to the movies,

and watches the footage of Algeria, where smilihgefians in turbans accept food from French soddigno are
building a railroad. The newsreel refers to the asla pacification.
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As a native working for the French military, thartslator in the pre-torture sequence
shares his precarious situation with the Algerieaftdes, who also often serve as transl&t¥rs.
If his purpose is to translate the French intertioga he decides instead to warn the FLN suspect,
“Tu veux mourir pour les autres? Pour rien? Y ganaais I'indépendence.” The French soldiers
will never know exactly what the harki says. Yet tharki aims to convince the FLN suspect that
his cause is worthless, perhaps to help the Framoly, or perhaps to save the suspect’s life. The
shots of the translator are close-ups yet the kghénating from the covered window falls most
directly on his white turban, which as the dominalgfines the translator more than his facial
characteristics which remain in shadow. In thisnn&, the Arabic language and the turban
represent thearki's role and mask his individuality. He is cultusaf\rab and speaks a language
unknown by the French, yet he works for the Frectiefeat his own likeness. This is exhibited
also by the turban match of the next scene, in hvivie see an Algerian villager wearing a white

turban exactly as the translator in the last framadks by the platoof’> When the translator

% The translator as other torturers desires onlyer mames, and perhaps specific names. Pierre-Natgliet

writes, " Le tortionnaire reconnait dans sa victime un horpoisqu’il entend I'obliger a parler mais la pardie la
victime ne doit étre que ce qu’'attend le bourré&lui-ci ne demande a la victime de parler que phawonfisquer

cette parolé. Vidal-Naquet, 8.

*® The emphasis on the turban here also reflectsahatd on “le voile” in France. Chirac signed e banning

religious symbols at schools, including thigh or headscarf in September of 2004.
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leaves the torture chamber and walks by the reglaydng “The Turkish March,” the function of

his role is complete, he is marching for Francéinitheir stereotype of an Ar&f’

Although the pre-torture sequence appears extd¢dothe characters and plot, its
placement—roughly the middle of the film, after @ap Franchet has told Roque of the Muslim
soldiers’ conspiracy—intensifies Roque’s dilemmatfee public. Without ever stating this fear,
torture is part of Roque’s approximation, for havwgare that thappeléswill be tortured if more
evidence is procured. In this way, the questiotodfire is part of Roque’s ambivalence. Torture
is also a factor for Muslim soldiers. They do realtheir grim destiny if they commit a crime
and are caught by the French military (though wéethey are conspiring is still unclear). The
torture chamber sequence contextualizes their dil@mwhether to remain loyal to an army that
inflicts such torture on their countrymen, or rebatl possibly be tortured as a result. When the
torture chamber appears during the rising actiba, audience is increasingly invested in the
Muslim characters, especially in Taieb, whose sirpnesence is enhanced with abundant
camera time. By inserting the idea of torture, @sdhidden but frightening effects, Faucon
introduces the viewer to a possible consequendbderonspirator’s scale: avoid being tortured
by joining the French military and perhaps beingcéa to torture “your brothers,” or work
towards the liberation of Algeria by using the Fafemmilitary as a means for espionage, risking

torture and death if found guilty.

% Several scenes later, we see this harki translatdre-is not part of the main group @ppellés—walking alone

up a hill path. He walks faster but cannot escapeduerrillas who attack and stab him, for his wawth the
French military.
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This difficult relationship to torture reflects timeultitude of possible treasons in the film
that Delphine Robic-Diaz and Alain Ruscio enumenatéheir article on post-colonial artistic

production:

La Trahisonde Philippe Faucon... offre un véritable nuancies dehisons
possibles dans un contexte de guerre civile: tomhdi lieutenant francais envers
les musulmans de sa section qu’il livre au serdigeontre-espionnage, trahison
de ces hommes envers leur lieutenant qu'ils prejetasans doute d’assassiner
avec le reste de la troupe, trahison de la Frangerse les incorporés algériens
abandonnés aux mains des fellaghas, trahison ddgs henvers la cause

nationaliste algérienne?’

A war of decolonization is simultaneously a civihsyand Robic-Diaz and Ruscio here remind
us that the ambiguity depicted lim Trahisoncomments on such circumstances. By stating the
trahison first in the film's specific context—the Lieutertangainst his Muslim soldiers, the
Muslim soldiers against their Lieutenant—and theinforcing the larger national disloyalty, the
authors indicate the multitude of consequences.alteenation between the Muslim soldiers and

the Lieutenant reflects how the camera and sduptuate between perspectives.

This further demonstrates how each side—the Lieuterand Taieb with the other
Muslim soldiers—can be viewed as both victim antppt&rator by each other. For example the

Muslim soldiers view themselves as perpetratorsRmglue as the victim, while Roque perceives

* Delphine Robic-Diaz and Alain Ruscio, “Cinéma, cham, littérature post-coloniaux: continuité ou mpe”

Culture post-coloniale 1961-2008races et mémoires coloniales en Frarted, Pascal Blanchard and Nicholas
Bancel, (Paris : Editions Autrement, 2005)191.
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himself as the perpetrator when cooperating witlpt&ia Franchet. In fact, despite the
conspiracy for his murder, Roque ultimately views French military as responsible for their
conspiracy in the first place. ASEnnemi intimeasserts, the act of torturing severely affected
French soldiers and often resulted in a post tralRogue not only hesitates out of concern for

the Muslim soldiers, but to avoid future guilt thieir punishment.

Women inLa Trahison

While all the named characterslad Trahisonare male members of the French military,
many native women populate scenes of villages hedrtilitary primarily question women that
then claim ignorance of their husbands’ whereaboltiiese shots of women do not reflect the
male gaze. Rather the dialogue-free shots of wopaesit a documentary element: the women
(non-professional actors) do not connote the tygiode-looked-at-nessf a Western film in
their traditional attire, varied ages and shapdslengrinding couscous, sweeping, cookifigif
the male is the bearer of the look in these ingsnthe confrontational stare of the women at the
French military does not connote passivity. Indebd,direct nature of the women'’s return gaze
poses questions to the audience about the natugghatography, whose containment and

intrusion mirrors that of colonization.

2% «To-be-looked-at-nesss a termLaura Mulvey invented in “Visual Pleasure in NaivatCinema” to describe

how women were dressed and posed for the pleabtine beterosexual male viewer. Laura Mulvey, “\éisu

Pleasure in Narrative Cinem&treen(16.3 Autumn 1975) 6-18.
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Malek Alloula describes the objectified woman’s gdrack at photographers found in
colonial postcards of the “harerf’® While the identification photos iba Traisondo not convey

the harem fantasy, the returned gaze found initteratic portraits recalls Alloul’s description.:

This womanly gaze is a little like the eye of a eaa) like the photographic lens
that takes aim at everything. The photographer mai@ mistake about it: he
knows this gaze well; it resembles his own... Thinghe presence of a veiled
woman, the photographer feels photographed; havimgelf become an object-

to-be-seen, he loses initiativee is dispossessed of his own ga2e.

Through her stare, the indigenous woman transgselse objectification in the photo and
becomes a subject. In these moments, the femadediegetically dispossesses the photographer
of his voyeurism and makes the spectator’'s posiiqually uncomfortable. The documentary
element of the film—non-professional actors, tradial clothing and head scarves—forces
guestions of difference, and cultural voyeurismtHis manner, the cinematographer of tze
Trahison who takes an identical stance, watching and reogrdihe Other woman,

simultaneously reveals the reversal of his actimysng the indigenous woman as a subject.

The novelLa Trahisondescribes the military post as infringing on dagé so that the
villagers and the military are obliged to see eattter when coming and going. This appears to

be the case in the first scene at the military pdstn Roque discusses tharki turnedfellagha

2% Alloula proves that many of the women were in faat harem women, but rather women desperate fiabyici

some prostitutes and orphans.
*® Malek Alloul, The Colonial Haremtrans. by Myrna and Wlad Godzich, (MinneapolisiVérsity of Minnesota
Press, 1986) 14.
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with another Lieutenant in his jeep. A long shopeses an elderly woman sweeping the
entranceway who notices the jeep. Then in a medinot we see three elderly women sitting,
staring ahead at the jeep, mouths closed. WhétkeAlgerian women in this scene are spying
for the FLN is unclear, but the unsaid builds ti@'s suspense. Later when a village gathers for
guestioning and Taieb serves as translator for Rafe women react in a similar fashion. They,
grouped with their children, stare obstinatelyhst men and give short predictable answers that
do not incriminate their families, but offer littieformation. In this way the women act as a
chorus for Taieb, the ambiguity of their stare f@icing the uncertainty of the Muslim soldier’s

position.

Every woman inLa Trahisonwears a head scarf dnjab, a controversial piece of
clothing in contemporary France that was finallylawed from schools in 200" In one scene,
the French military obliges all the colonized @tis to sit for identification card photos. All of
the Arabs are degraded by the security processjidin@dls are told to sit and stare ahead as the
camera frames them. Several close-ups capture iAtgewaiting, observing the photo process,
aware that military vigilance prohibits their eseaimages 1 and 2). The villagers look at the
photographer who is only 20 degrees to their righdking their stares especially close to a
confrontation with the camera (Image 3). One wonvaiting in a deep blubijib, whose mouth
and nose are covered in a face-veil, aiquab, does make eye-contact with the camera; she will

be especially demeaned by the facial disrotiingmage 4). This photo session, the military’s

I A broad discussion of this issue can be found lJ®owenWhy the French do not like head scarves: Islam,

the State, and Public Spa¢rinceton: Princeton University Press, 2007).
212 [t is the photographers/soldiers order to insist on a full view of the female face. On October 6, 2010, the
senate banned le port du voile intégrale, which includes the burqa and the niquab. The law sites these aspects
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insensitivity towards the local culture, and thegegbfication of the colonized, particularly

affronts females.

Of course before Alloual, Franz Fanon observedBbeopean view of théijab as a
fetishistic tease and the French needdéwoilé the Arab women, as the desire to see them
fully. 3 However, here a fellow Muslim, Ahmed, bound toitily duty, voices the French
concern, and timidly tells the women to arrangertbearves and render their faces more visible.
In the documentary of the filming dfa Trahison Philippe Faucon reminds his actors of this

incident. He explains that the photo session irsgeaheir characters’ doubt in the French

of feminine Islamic clothing as threatening to national security, because they cover the face. Le monde
writes, "Le chef de file des députés de la majorité, Jean-Francgois Copé, I'un des principaux soutiens de cette
interdiction, s'est félicité de cette décision, vantant ‘une réponse ferme adressée a tous les extrémistes qui
veulent tester la République et un signal fort envoyé a toutes les femmes qui se battent pour leur dignité.””

"Depuis de longs mois, a-t-il ajouté, avec mes amis députés, je me bats pour défendre une valeur fondamentale de

la République. Ne pas se masquer le visage dans l'espace public est une condition du vivre ensemble et un gage de

sécurité. » « Le Conseil constitutionnel valide l'interdiction du port du voile intégral » Le Monde,

du-port-du-voile-integral 1421955 823448.html, October, 7, 2010, Le monde diplomatique, October 27, 2010.
23 Fanon writes, « L'attitude dominante nous partét @n exoticisme romantique, fortement teinté etessalité. Et
d'abord le voile dissimule une beauté...Dévoilereéimme, c’est mettre en évidence la beauté, cieire & nu
son secret, briser sa résistance, la faire dispwpitur 'aventure. Cacher le visage, c’est ausssighuler un secret,
c'est faire exister un monde du mystére et du caCbéfusément, 'Européen vit & un niveau fort ctare sa
relation avec la femme algérienne. Volonté de metttte femme a portée de soi, d’en faire un éeéphjet de
possession. k'an V de la révolution algériennééris : La Découverte, 2001)25-26.
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military and inspires them to join the FLN. He dgedo all of the actors (though he udak

before filming their break of Ramadan fasting atssi:

Tu commences a douter. C'est-a-dire, il y a larguées femmes accueillantes, tu
fais défaire la voile pour les photographier, lesagque vous faites partir de leur
village pour les amener dans la bidonville, quesvoammencez d’avoir un peu

mal, d’avoir de doute?**

The Muslim soldiers do not want to make Algeriamsrieh or give the Muslim women sexual
equality. The order to unveil the Algerian women ttee photographs further denies the Muslim
soldiers’ their cultural upbringing and breeds réseent that will result in desertion. It is the
accumulation of disrespect and racism that prortiigsMuslim soldiers’ to conspire with the

FLN.

For an Algerian draftee, women in scarves evokeiljarand community, and
subsequently feelings of shame. As night fallsdidicusses his conflict with Taieb. He speaks of
a woman he forced to leave her village: “Cette fermgn’elle m’a regardée. Jamais j'oublierai
son regard! J'ai vu celui de ma mére!” The gazarofinknown woman that recalls the gaze of
his mother is reminiscent of the remembered gazduwfel in Alain Resnais’ film’*®> Suzanne

Gauch writes, “In Resnais’ film...the armed man hithspeaks in order to say that the gaze of

Y This comment is made Idn tournage & Boussaada, a supplement on the DM dfahison about the making

of the film.

*> «Together, Muriel's unseen gaze and body dispessedint upon which seeing and hearing, understaratinl
knowing once converged.” Suzanne Gaudhufiel or the Disappearing Text of the Algerian War Esprit
créateur(41. 4 2001) 56.
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an anonymous Arab woman foretold his imminent decli The women’s stares motivate the
men to kill for their revenge: the gaze of Muriglumts Bernard until he kills the veteran who
killed her in war, and the gaze of this unknown vaonmspires Ali to conspire for the murder of
Lieutenant Roque. Ali internalizes the gaze of #@man until it surfaces as his superego,
scorning his actions. In this manner, the enenmgadly representative of tlagpelés origins,

becomes part of himself and the war of decolororaltiecomes an interior civil war.

The Specular Text

Warfare inLa Trahisondepends on the act of looking. The platoon looksgieerillas,
defensively and offensively, and then looks for p@ss in the villages. Additionally, as | have
just described, the villagers return the near-amtssurveillance by the French military with
silent stares. As we watch the soldiers searclré@es of the FLN, a meta-narrative of looking
develops, for additionally Roque studies #ppelésfor clues to the Captain’s claim, and Taieb
anticipates the ideal moment to commit murder. Eaglores the other’s intentions in side long
glances and intense eye-contact. Nick Browne’s tepecular text” describes how the regard

builds meaning iLa Trahison

Because the significant relations have to do wahirsg—both in the ways the
characters “see” each other and the way thoseiaetatare shown to the
spectator—and because their complexity and coherean be considered as a

matter of “point of view,” | call the object of thistudy the “specular text™®

*'® Nick Browne, “The Spectator in-the-text: the Rhitaf Stagecoach.Film Quarterly29. 2 (1975-1976): 27.
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While at times the camera adopts the point of vid\iaieb, and others that of Roque, it also
exhibits a view unseen by the characters. Thergtheviewer’s “position” is not based solely

on the point of view shots, on the larger sequanand sympathy for theppeléssituation.

One scene in which “the specular text” is partidylapparent occurs after a French
soldier has thrown a bucket of water at Ali. Thertah and Muslim soldiers are divided into two
clusters with a wire fence between them, exchanbatgful glances. In the first shot, we see a
French soldier string barbed wire across the bottba fence while looking up. In the next shot
we see his focus, the Muslim soldiers, three ofcWwhiave their backs to us, clustered together
while stringing together another part of the fefloeage 5). Ahmed is the only Muslim soldier
whose face is seen. He looks to his left at whatmaerstand to be the French soldier and says
in Arabic to Taieb, “lls ne nous voient pas comrog.d.eurs regards le disent.” Taieb whose

full back is to the viewer, then turns slightlytte right to investigate the French soldiers.

The third shot mirrors the second in its arrangememd blocking (including eye-
movement). Two French soldiers face a central éguhose back is to the camera (Image 6).
The man to his right says as he glances to his“Mftus avez vu, méme devant nous, ils ne se
génent méme plus pour parler en arabe.” The cemaa then turns to his left to look at the
Muslim soldiers. The symbolism of the fence is appg the military has assigned the soldiers
to construct a divider between religions and ethieg If the shots seem too overtly duplicated
in framing and glances, verbally the Muslim soldieemain the object of the French gaze—
Ahmed saydeurs regards le disenthe French soldier saygous avez vio the other French

soldiers. Finally the camera gives more time toahgst ridden Muslim characters.
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To an extent, this scene is not dissimilar from shene from John FordStagecoach
(1939) that Browne analyzes to prove his theorye 3tene is a quarrel of glances between Lucy,
the proper wife of a military officer, and Dallasprostitute. While the camera dominates Lucy’s
point of view, and although society values Lucy ey@ympathy for Dallas prevails. Browne

writes,

Our “position” as spectator then is very differdram the previous senses of
“position”; it is defined neither in terms of orietion within the constructed
geography of the fiction for in terms of social pias of the viewing character.
On the contrary, our point of view on the sequeiscgéed more closely to our
attitude of approval or disapproval and is veryetént from any literal view in

angle of character’s point of viei¥/’

In the sequence froma Trahisonl have just described, the views of the Muslim skl from
the French soldiers’ perspective do not causefbetator to feel negatively about the Arabs, or
to feel more aligned with the French. The viewshef French soldiers from the Muslim soldiers’
perspective also do not cause the spectator taifiglevith the Muslims’ anger. Yet, as the film
reveals information concerning the Muslim soldiensirdship, the viewer leans towards the
underdog, the brunt of society, not unlike the \eew sympathy for Dallas iStagecoachThe
looking between parties, the antagonism exchan@edugh looking, is stronger than the

characters’ words or actions and effectively reddte racial tension rising within the military.

The next sequence begins with the back of Roquessihhe then turns to his left and

then to his right, surveying his platoon from aevelted space (Image 7). This shot of the head of

' Browne, 36.
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Roque (the Lieutenant of the platoon, who has pawer all of the French and Muslim soldiers)
directly after the battle of glances places himthe camera’s position. Not incidentally, his
movements mirror the soldiers’: he looks to théntri@as the French soldiers did) and then to the
left (as the Muslim soldiers did) demonstrating pinevalence of looking in every echelon of the
military. Looking for the hidden meaning in the koof the Other emerges as a primary theme of
La Trahisonthat we find in the all the exchanges betweenRtench Other and the Muslim
Other (Taieb and Roque, the French soldiers anMtlstim soldiers within the French military,
the village and the platoon). The look materializss a way for the characters to confirm

difference, that instead proves their similarity.

Bilingualism

Les deux univers symbolisés, portés par les dengukss, sont en conflitce sont
ceux du colonisateur et du colonisé. En outreataylie maternelle du colonisé,
celle qui est nourrie de ses sensations, ses passiges réves, celle dans laquelle
se libérent sa tendresse et ses étonnements eofithequi recéle la plus grande

charge affective, celle-1a précisément &smoins valoriséé®

La Trahisonuniquely depicts the linguistic drama at the heéithe harki’'s battle. Their
rapports are divided linguistically; they speak rfele as an official language with their
Lieutenant, but in friendship they speak ArabicisTincreases tension between the French and
the Muslim soldiers of the French military; althdwighe military depends on the Muslim
soldiers to communicate with villagers, they ane#tened by the foreign language of the enemy.

As the quotation above from Albert Memmi indicatésgnch symbolizes “the colonizer” for the

218 Albert Memmi,Portrait du colonisé, précédé de portrait du colateur(Paris : Gallimard) 126.
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colonized, hence the Muslims soldiers’ reticencepeak it. In fact, any emotional exchange is
in their maternal language, despite their fluentyirench. The French soldier believes that his
presence should enforce the official language whenexclaims (as already cited) that the
Muslim soldiers speak Arabic “méme devant nous.ivdeer, the Muslim soldiers transgress the
language hierarchy of colonial Algeria by speakimgheir secret code at the base. The French
soldiers’ ignorance of Arabic, and the Muslim seldi bilingualism, portends the ultimate

violation of French dominance, the conspiracy tordeu the Lieutenant amongst the Arab-

speaking.

The film demonstrates the characters’ linguistenggression in subtitleslarkis also
function as translators for the French militaryLiknnemi intime However, when they speak to
a villager and translate the words into Frenchsulatitles are given. In this manner, Siri presents
the translation given in the dominant language has ttuth, and does not pose questions of
loyalty or interpretation. Alternately, iba TrahisonFaucon frequently adds French subtitles to
the Arabic dialogue, often times in addition to thieislim soldier's oral translatioft.’ The
spectator then searches for similarities and diffees in the interpretation given to the audience
and that offered to Lt. Roque. The subtitles irstheequences warn of perjury, and underscore
the larger question of colonial bilingualism, alh¥e including the audience in the Arabic
dialogue from which the French characters are eetuThis increases the public’s bond with

theappelés

* There are several scenes where Muslim soldierssare to speak to an assembly of villagers. No tebtre

included the first time, when a Muslim soldier wisaot part of the main group translates. In theosd of such
instances, Taieb speaks and subtitles are givensitititles are nearly identical to what he télés ltieutenant.
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As the public increasingly suspects him, Taieb&ngtations falter from the original
spoken Arabic. In one instance, Taieb squats iall@y, speaking with a man who faces the
audience. The man says (translated in French k#)fitTa place n’est pas avec eux. On passera
toujours apres vous. lIs vous trompent.” Howeveewhaieb hears Roque and the sous-lieutant
coming closer, he abruptly ends the conversatioth Wiarde confiance en Dieu.” A few
minutes later, when Roque asks what the seatedsmdnTaieb responds, “Il cherche du travail,
il n’en trouve pas.” The cliché phrase the villagemen utter as an excuse for their husbands’
absence, now exculpates Taieb. Although, Taieb®vasremain a mystery at this point in the
film, he turns his head from the Arab man when hsults him and towards the camera,
depicting an awkwardness that becomes sinister Wketleceives Roque. Both embarrassment
and conspiracy factor into Taieb’s reasons forgyfior by lying Taieb not only protects the man

warning him but himself if he decides to heed sadWice.

The French ignorance of Arabic helps to deny thaipsentiment, whereas the Muslim
soldiers, considered traitors by their ex-commasithave no protection from the verbal attacks
of the villagers. When the villagers complain abwaiting for identification cards, or when an
old woman screams atharki in the street, the Muslim soldiers feel guilt atiggust, while the
French do not understand. As demonstrated by d@hid Hescribed in the pre-torture sequence
who is later killed byfellaghas the FLN views the bilingualism that is a commegdibr the
French military as an arm to be detonated. Thdebaftlanguages within each of the Muslim

soldiers is a symptom of colonialism that each a6 in the war of liberation.

Ironically, the audience understands this lingaisébellion against French, featured as

part of the larger movement for liberation, througlench subtitles. To this extent the French
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viewer experiences the bilingualism of the Musliohdgers. The colonizer's language oppresses
the colonized in its military authority but in tuthe Muslim soldiers use it as a means by which
to manipulate, and destroy such privilege. The &mesubtitles likewise corrupt the narrative
offered in spoken French with the layers of langubgwildering the bilingual characters. In this
way, La Trahisonrepresents the French language as dominationlaasv@ means to understand

and overturn such power.

CONCLUSION

The filming locations ofLa Trahison and L’Ennemi intimeindicate their national
sympathies. The shoot b Trahisonprecededvion colon€l by nearly three years, and was
one of the first French films to be shot in Algeatter the decade of civil war that has become
known asles années noiresThe filming in Algeria, as well as the use of Al@n citizens as
extras, non-professional actors, and crew, dematesthe film’'s overarching support of the
nation, which is also found in the film text whemdrie’s last comment declares the French
military trapped their Muslim soldief&° By filming in Algeria in 2004, Faucon revisits aresituates
the anguish of the Muslim soldier in the Frenchtanyl, presenting a new understanding of the wtr wi

geography as its basis.

Although Siri went to pains to guarantee the Moesctandscape resembled mountains in

Algeria, L'Ennemi intimewas filmed entirely in a country with antipathymards Algeria that

*° philippe Faucon explained to me in the summer 602Bat casting extras in Algeria was difficultatithe

women were fearful of their representation in anErefilm. The process took months. He also expthihat the
Algerian crew was very enthusiastic, but had vétlg lexperience as the film industry had been stown during

the recent war.
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was never involved in their decolonization. Furthere a French crew shatEnnemi intime
with French actors, loosening the film’s grip ahdbcumentary origins—even the Algerian actors,
Mohammed Fellag (Idir Danoun), Lounés Tazairt (a#hd Abdelhafid Metalsi (Rachid) are
French citizens that star primarily in French filrd¢hile landscape shots irEnnemi intimeshow the
desert and mountains of North Africa as a letlall ftor the European, the film’s imperfect geogtiaph
setting denies Algeria its war of decolonizatioheTilm becomes less specific despite the scratls w
dates and numbers, and as the plot and framingatedithe film focuses on the suffering of the Enen
military in Algeria rather than the land or peopleo were colonized. In this mannkeifEnnemi intime
maintains its French nationalism even while filmatiyoad, and the apology for French torturers mesnai
a statement by and for France.

However, despite the directors’ decisions concgriilming locations and cast, neither film
presents an extremist nationalist slant. Whilennemi intimeclearly sympathizes with the French
torturer, the film also exposes the unwarrantemr®iof Algerian suspects. In factLiEnnemi intime
appears as a nationalistic defense of French actibroad, Terrien’s death at the hands of the Arab
teenager who saw him torture his countryman tchdesat also be read as a moral judgment against the
French presence in Algeria. Whila Trahisonpresents the complicated situation of the Muslppelé
or harki, it does not deny his attempt to cut the throat ®fmpathetic French Lieutenant. In this way, the

meanings of victim and perpetrator become as sligzeFrench and Algerian sympathies during the war
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L’Ennemi intimg(2007) dir. Florent Emilio Siri

F.4, F.5
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La Trahison(2004) Philippe Faucon

Arrange ton foulard !
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Chapter 4. The Child Immigrant and the Child Wisies
Michou d’Auber andCartouches gauloises

Introduction

As discussed in Chapter 1, children are an imporéspect of mise-en-scene lia
Bataglia d’Algeri the Italian director was notably influenced byrealism, and fought to keep
the shot of a boy buying ice cream before a bomhasgwell as images of children in reaction
shots and debris. Furthermore, the youth of Omauy€hrs-old), a supporting character who aids
Ali La Pointe, emphasizes the martyrdom of thevésts. However, films concerning the
Algerian War in the decade proceeding Portocorvoasterpiece, the most prolific period of
films about the war before 2005, exclude -childrétost-2005, speaking children with
considerable screen time become significant,Ceché the primary characters are seen as
children through flashbacks, IfEnnemi intimea child’s actions significantly affect the plot,
and bothMichou d’Auberand Les Cartouches gauloisgsesent children as main characters.
Furthermore, because the father of a young sofieks revenge iMon colonel we read the

soldier, though in his 20s, as a child of France.

The titles,Les Cartouches gaulois¢2007) andMichou d’Auber(2007), draw attention
to their young subjects; the first nanmMichou automatically implies a child because of the
affectionate suffix of Michel (I will explore theame later in detail), whild.es Cartouches
gauloisesrefers to the Francophone children as gun cartsidgenetaphor for the violence they
witness and interiorize, the title also recalls thgarette brand Gauloises, a vice like war that

children do not yet understand. In these filmsdbecept of the child, his innocence and need,
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anchors the film in affect, and nostalgia. As wairéscence on our own youths, we identify and

sympathize with these child characters.

Both films concentrate on the situation of a boyirty the Algerian War, though one is
in France, the other in Algeria. Accordingly, thlens differ dramatically in their nationalism—
in Cartouches gauloiseslgerian flags fly the day liberation is announgceohd in Michou
d’Auber a French flag waves in the wind on the televidiefore President De Gaulle’s address.
The war-torn Oran, Algeria dfartouches gauloisesontrasts paradoxically with the quiet farm
community of Berry, France; blood, explosions, &ar in Cartouchesequal school, Citroens,
and pork inMichou To this extent the films’ genres reflect theittiegy; daily living in war-torn
Algeria provides an ideal backdrop for a neo-ndwepicture, while a family comedy prefers
the rural life of Berry, France. The child’s poiot view surfaces more frequently in Mehdi
Charef's film, as his innocent perspective of tmatél past demonstrates the inhumanity and
absurdity of violence. Thomas Gilou’s film alsoittes on the audience’s sympathy for a child.
However, it is the adult perspective of the chitdlamore particularly, the metamorphosis of his

foster father’'s would view that dominates the pietu

Michou d’Auber

My analysis ofMichou d’Auberwill demonstrate its concurrence to the presidéntia
campaign of Nicholas Sarkozy, as both emphasizendeessary integration of immigrants.
However, | will begin by explaining the reactionthe press to the feature and the magnitude of
its star actors. Aspects of tih@ise-en-scénsuch as casting, costume, and props develop the
larger ideology of the picture. After studying teedements, | will deconstruct the adoption that

almost takes place in the film, including the boyane change and quasi-religious conversion. |
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will close this study oMichou d’Auberby reviewing the end of the ministry of immigratiand
national identity in December of 2010, and how ttiasure historicizes the comedy by Thomas

Gilou.

Michou d’Auberpremiered in February 2007 with two box office qurdees, Nathalie
Baye and Gérard Depardieu, months before Nichadalso3y was elected President of Fraffce.
However, the film made less money than anticipateth only 842, 519 places sold in the first
month, contrasting sharply with Gilou’s last fictifeatureLa Vérité si je mens 001), which
sold 7, 011, 181 places in its debut month. Reviefvthe film were mixed, noting the film’'s
clichés and nostalgia, but generally recommendiegpicture. “Fréderic Strauss ®&lérama
writes, «Nous voila dans la jolie France du début des anfiBeswu temps des jours heureux.
Enfin, presque : sous le charme rétro et rassutantécor, ca grince?¥ Le Figaro described
the film as « particulairement touchant, » but gtedithat « I'environnement du film est parfois
manichéen et caricatural?$ The Inrockuptiblesa more critical source, found the film’s attack

of racism superficial: «je ne suis pas raciste, la preuve : mon meilleuremtharabe’...Simple

221

Michou d’Aubempremiered on February 28, 2007. Nicholas Sarkezgymed the office of tHerésident de la
République de Franaen May 16, 2007Gérard Depardieu and Nathalie Baye most famouslygul a couple in the
historical drama.e Retour de Martin Guerr€l982). In 2007, they were two of the highest giog French actors.
*22 Frederic StraussMichou d’Aubey” Télérama, April 12, 2008, Feb.16,2011

<http://television.telerama.fr/tele/films/michou-dkser,7088896.php

3 Clara Gilot, ‘Michou d’Aubey” Oct. 15, 2007, Feb. 16, 2011

<http://www.lefigaro.fr/lefigaromagazine/2007/02/23006-20070223ARTMAG90539-michou_d_auberphp
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mensonge — plus commercialisable, sans doute, gudnité trouble — mis en relief par le

portrait désuet quelichou d’Aubemous brosse de la France d’autrefof$? »

While the film, centering on a comic friendship Wween a man and an estranged boy,
recalls The Kid (1921), themes specific to France in 2007 conogrnimmigration and
assimilation abound. In fact, the film and Sarkezyampaign share a similar ideology
surrounding immigration and national identity: Moslimmigrants can achieve Frenchness.
However, to do so, they must forget their heritégenily, religion, language) and solely identify

with the French nation, which will in turn provitleem with a superior citizenship.

The project seemed an obvious choice for directwvnfas Gilou, known for comedies
with racial motifs. In Gilou’s first sucessful praection, Black Mic-Mac (1986), an African
community tricks the state functionary when hemafits to force them out of their building. In
an even more popular Gilou filnba Verité si je meng1997), Eddie (Richard Anconina) is
mistaken for a Jew, and then passes intentionalifasidic to earn money in the textile industry.
Both were popular enough to yield sequd$ac¢k Mic-Mac 2(1988) La Verité si je mens 2
(2001)%° The humor in these Gilou films relies on raciarebtypes (African superstition,
Jewish greed), but the plots sympathize with theamily group and conclude by demonstrating
a bond of friendship between groups at ethnic oddsle Michou d’Aubergrapples with similar
Gilou themes of passing, racism, and then equaility,universalism also compounds with

nostalgia for the early 60s.

224 es InrockuptiblesFeb.28,2007, Feb. 26,201 htp://www.lesinrocks.com/cine/cinema-article/agimichou-

dauber#

> His film Rai(1995) follows a multicultural gang in tibenlieueandpredated.a Haineby seven months.
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In plot and moodMichou d’Auberesembled.e Vieil homme et I'enfar{l967), a family
film that placesThe Kids premise into a context of war and raci€&hHowever, whileLe Vieil
homme et I'enfantitilizes World War Il and anti-Semitism as its bdaip, Michouis set during
the Algerian War; a childless woman, Giséle (NaehBhye) becomes the foster mother of a boy
with Kabyl origins (Samy Seégur) but hides the ckiléthnicity from her veteran husband,
Georges (Gérard Depardieu), who served in Indoctiiadyls consider themselves the largest
indigenous group of Algeria, predating and, diffgrifrom the Arabs, and in this era, the
majority of Algerian immigrants in France were Kabylichou as Kabyl is Maghrebi but not
Arab, a word that instigates many negative stepasty The film plays with this difference and
similarity: racist characters call Michou an Ardilut several times the script reminds us that he
is in fact Kabyl. By bleaching his hair and chamgims name the child passes as French, and
through diligent study of French and consistentrchichoir attendance, he integrates. Finally,
the couple enamored of the child—once named Meslsaow called Michou—seeks to adopt
him even though Georges has discovered Michou'salger Georges’ anti-immigrant stance is
now universalist, and he openly admits to his owackered background (Jewish and Arab).
However, the boy’'s biological father, Akli (Fellagjeturns to reclaim his son before the

adoption takes place. The film closes with intkrsit “Georges est mort en 1998 a Charenton-

2% |n both films, the minority boy attempts to pasd=asnch. He is taught to pray and act Catholicaithiilms and

hide his circumcision. The plots are also simitae foster father, who is more accurately the dgegrand-father,

is racist, and so the child’s ethnicity is kepearet, though the two become attached regardléssnigin

difference in the films is their historical placemtethe boy is Jewish and hidinglie Vieil hommeand the boy is
Kabyl in Michou d’Auber Still, both films focus on events of decades plastyieil hommef 1967 concerns events

of '43-44, whileMichou made in 2007 is set in 1961-62.
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Du-Cher. Giséle vit encore a son Berry natale. Akéité enterré en Algérie en 1995. Messaoud

vit aujourd’hui a Paris.”

Intégration and Sarkozy in 2007

There is one scene Michou d’Auberof a Muslim community?’ but the film does not
address the possibility of the integration of thesWm community as a group, which would
threaten and polarize a mainstream audience. Iteogorary French, speakers use the term
intégrationto describe how an immigrant or a group of immigsaare incorporated into the

larger French societ§y?® However, this film explores the plight of a londild seeking

*’’ The Muslims reside together in an apartment bujdind purchase sheep from Georgeddal-kabir,, an

important Muslim holiday on which Muslims celebradteraham’s decision to sacrifice a ram insteadisfbn,
after hearing God’s command. The holiday, or fedtilasts two days. Traditionally families sacrfiambs on this
day, a complicated act for French immigrants witham residency. Anne-Marie Brisebarre writes:

“The Pastoral Alliance, a professional associatwhich many French sheep-farmers belong, ackrdgeé in its
Bulletin for January 1990 that the direct saleldep to Muslims is a ‘sure and durable outlet’ tépaf
‘sustaining the French sheep production in thes/mcome.’ If such sales of live sheep are autldriit is at the
moment of slaughter that secular French norms impdegal problem. ..even ritual slaughter of aténraended
for human consumption is a technical action whiefstibe carried out by a professional in the plasenved for
animal deaths, the slaughterhouse. Family slaudghiterid al-kabir is categorized as illegal.”

Anne Marie Brisbarre, “The sacrifice dfi‘al-kabir: Islam in the French suburb#hthropology Today9.1 (1993):
9. Georges, though profiting from the sale of shedpiously looks down on the Muslim slaughteriddambs in
bathtubs, as he makes clear to Michou in sevedhdsions.

??® The fourth definition ofntégrationfrom Le NouveatwPetit Robert édition 2002Although today we associate the
word intégration most consistently with immigrants and their childrehis was not always the case;lanloi

d’orientationfrom 1989, there is neither mention of second-gati@r immigrants nor the school’s role in reducing
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Frenchness (rather than group), which is in facteadearing aspect of a more important
drama—a retired colonel becomes more liberal asngeguence of Frenchifying an Arab boy.
Thus, Michou’s integration is primarily importanédause it alters a French man’s view of the

world.

It is only after Michou demonstrates his emotiomdiachment to Frenchness and
Catholicism that Georges and Gisele consider aoloptiean Pierre Obin and Annette Obin-
Coulin explain that this kind of identification Wwithe new nation is an elementinfégration

They write:

La premiére plus objective, en partie volontaiegouvre la participation
a des structures contraignantes (activités prafessiles, institutions
sociales et politiques...) et I'adoption de normesnowmnes (modéle
familial, langues, comportements sociaux...) ; leosée, plus subjective,
voire affective, prend la forme du développementnd’sentiment

d’appartenance & une méme commun&ité.

discrimination. Instead the law applies the tentégrationto the needs of handicapped, blind, and deaf staden

Jean-Pierre Obin and Annette Obin-Couldmmigration et intégratior(Paris : Hachette Education, 1999)10. In

Michou d’Auber,Paul, a mentally handicapped worker lives and wark the property of Giséle and Georges.
Although Paul is an adult, his impediment makes km appropriate friend for the much younger Michou.
Furthermore, his acceptance by Georges and Giséfeonktrates their kindness towards a group facing
discrimination and foretells their attachment tocMiu. Paul’s inclusion in the work environment loé farm and

his friendship with Michou demonstrate this obseléeéfinition ofintégration,while edging the film further toward

its broader universal aim

2 Obin, 10.
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Michou succeeds in both areas. He proves his d&site French by excelling at school and
taking responsibility at church (institutions), aimdthis manner fully adopts the French way of
life—except that he does not eat pork. Althoughttiuéh of an immigrant’'s sentiment towards
the new land is “subjective,” Michou's associatwith France is straightforward. When Michou
kneels and prays alone, we witness his devout;fartiten he shuns his biological father by
declaring, “Je m'appelle Michou, Je suis francdisaholique,” we witness the completion of

the assimilation process.

It is not surprising that a mainstream film abontmiigration and national identity
corresponds with a winning political campaign o€ tekame year that dealt with the same
issues™? In fact, Michouembodies what Sarkozy might claim is the ideal Enetitizen. Gérard

Noiriel defines the optimal French person in aceot with the 2007 campaign:

c’est donc celui qui est venu d’ailleurs, qui adgadans sa physionomie quelque
chose de ses origines, qui nous a donné un peandeasg, mais qui a fait I'effort
d’assimiler les «valeurs républicaines » et s'dévoué corps et ame pour

défendre sa nouvelle patfi&.

Messaoud/Michou matches this description: he camdéise country household with an obvious

biological difference, but attempts to become Freras well as to appear so. Michou’s time in

230

There were echoes of Balladur's 1993 presidenéiaifaign in Sarkozy’'s of 2007. Sarkozy had workey ve
closely with Balladur whose “premiership was in goways, on privatizations and immigration/natiotyala
reprise of the 1986 government.” We see a steadgase in the importance of these themes in Frpoliics since
the 1980s. John Gaffnelplitical Leadership in Francé_ondon: Macmillan, 2010)167.

231 Gérard Noiriel A quoi sert l'identité nationale@Paris: Agone, 2007) 91.
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the rural household serves as an apprenticeshHipeinchness; he learns to respect the national
symbols listed in the second article of the Coustih: the national anthem and the French flag,
as well as the French langua®.Georges reminds a contemporary viewer of the Frenc
volunteer in a “parrainage républicain” (an inditn that Eric Besson, as Minister of

Immigration and National Identity proposed in whighch new immigrant is assigned a French
citizen to help him/her integrate into French stjiehe teaches Michou to salute President De
Gaulle when watching his national address on tseienj which commences with a waving flag

accompanied by the national anth&th.

Although Michou was born in France, it is in theelrch country home that he develops
an awareness of and attachment to these signi@idtse point that he self-identifies with them.
Noiriel implies that Sarkozy's optimal citizen wouldefend his country with his life, and
Michou’s patriotic stance when meeting his biolayidather again reflects the military
background that Georges enforces. Ironically, preifect, second-generation citizen sounds like
Sarkozy's self-description: “Francais au sang médi, doit tout & la France?® Although

Michou does not havie sang méldrom a French biological parent as does Sarkoryfdster

2 The French government made a law that it was napess sing thd.a Marseillaiseat least one time a year in

French classrooms. “Identité nationale : les mesanwisagées par le gouvernemebhe”™Monde Feb. 8. 2010, Le
Monde Diplomatique, Nov. 24, 2010

<http://abonnes.lemonde.fr/cgibin/ACHATS/ARCHIVEShives.cqi?ID=b13891cab1b015519bb94bed3b00dfc14

0ad7baf51a6974d
>3 “|dentité nationale : les mesures envisagées pgoleernement L.e Monde Feb. 8. 2010, Le Monde

Diplomatique, Nov. 24, 2010http://abonnes.lemonde.fr/cgi-

bin/ACHATS/ARCHIVES/archives.cqi?|D=b13891cab1b019b6b94bed3b00dfc140a47baf51a69¥4d

2% Noiriel, 91.
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parents serve as surrogates, providing the negessiacation in habits and values that will
ensure his assimilation. While Gisele certainlyies the maternal first steps that will ensure

his passing, Georges proves more pivotal in tegcama authorizing Frenchness.

Gérard Depardieu = France

Thomas Gilou appropriately cast Gérard DepardielGasrges, the film's arbiter of
Frenchnes&® The actor, at this stage in his career, stands @ational symbol; he is the most
famous French actor globally and was made a Chesvdé la Légion d’honnedr® Historical
roles that helped to make Depardieu a stelude Dantonand Cyrano de BergeracdWhile his
roles often display large personalities, in 200i8, delebrity is even larger. Next to the hefty,
loud actor, the child appears more petite and ligagsuch casting draws on the visual comedy

of opposites found ihe Vieil homme et I'enfarfMichel Simon and Alain Cohen)(Image 13’

3> On the DVD there is accompanying footage of Tho@#su being interviewed for the premiere. He expsai

that he met Depardieu’s wife and begged her to Béeard because he knew he was perfect for theofdBeorges.
Depardieu then backed the project financially, pad Gilou and co-writer Hattou to write the scriphe credits

list Depardieu as co-produc&@epardieu’s relationship to the project might ekplais character’s importance in the
script.

2% «Gérard Depardieu, Chevalier de la Légion d'honneur” Le Monde, January 3,1996, Le Monde Diplomatique
Nov. 11, 2010,

<http://abonnes.lemonde.fr/cgibin/ACHATS/ARCHIVESthives.cqi?ID=35d2ccca93b9696e4e23a6d3b71184fd09

5b802850bcae9?2
*Tom Rothfield discusses the law of opposites igartcomedies, but gives a cinematic example. “Wort
pointing out thevisual aspect of all things in comedy. Here too oppositay their part as well. This is particularly

obvious in the movies. Consider for example tw@echppearing on camera: a very fat actor starsgle a very
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While Georges does not make racist remarks thatdwandermine the affability of his
character, he does make statements against naocmumunists (Ho Chih Minh, the FLN-
Front Libération Nationale) and meets regularlyhvatgroup of French veterans, some of whom
are members of the fiercely imperialist OAS (Orgatibn de I'’Armée Secrété® While the
film exhibits Michou’s conversion and integratioto French society, more central to the plot is
Georges’ departure from these extreme right fribipds and politics to a broader, more
humanitarian belief in the possibility of integmti Michou serves as a conduit for this
ideological transformation. In fact, the climaxtbe film does not concern Michou’s education
or religiosity, but rather Georges’ confrontatioitwthe community— in this scene he proclaims,

“Nous sommes tous étrangers,” and “nous sommedéesusémes?*°

When Gisele quietly announces to Michou the cospléécision to adopt, Georges
stresses his desire to share his family name, dstmadimg his ownership over the French
signifier. Although Michou’s biological parents areligenous Algerians, he believes himself to
be French at the beginning of the film because ag orn in France (this would no longer be

the case in 2005, at which point second-generativldren must have turned eighteen before

lean one, dominating hinwis a vis -Laurel and Hardy. How amusing that they appeasetofposites on sight
alone, even before dialogue and plot come infbdtn Rothfield,Classical Comedy: amoury of laughter,
democracy’s bastion of defence, Introduction tawa bf OppositegBoston:University Press of America, 1999)
XXVii.

238

The OAS sought to keep the French colorligerestingly, Depardieu makes racist remarks alsl Arabs as an

OAS member in the first film of the double featatwout Mesrinel 'instinct de la mori{(2008).
% |n this sequence, Georges confesses his own gbatete is both Jewish and Muslim, though the filoes not

address this further.
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naturalization, and currently a more stringent@pls being debated). Nonetheless, the adoption
offer by a French family signifies the ultimatez&iin Frenchness, and means that Michou is at

last worthy of France. To this extent, the adoptifiered by Georges represents citizenship.

Gérard Depardieu symbolizes the nation: patriotid &rge, he offers the very small,
helpless immigrant an opportunity to become a @itizFurthermore, Michou as a child
illustrates a foreigner’s ignorance of language amitlire (as well as adaptability). The frequent
images of Georges and Gisele holding the child’'sdh@mages 2) exhibit the immigrant’s
dependence on the powerful French state, a forttecin both intimidate (when stealing petty
cash) and protect (Georges comes to Michou’s resbea he gets in a fist fight at school). Thus,
Michou’s route towards integration is a path toveaphrental approval; as Michou becomes
more versatile in the French lifestyle (school, rchy, his foster father becomes more devoted
and finally considers adopting him, despite his Magi origins®*° Thus, the film articulates a
simple equation: progress in French plus Cathoboversion equals state approval, i.e.,
integration equals a future in the French middéss!l Gérard Depardieu’s grandeur demonstrates
to the audience how much Michou can gain throudimsssiveness (protection, status), as do
the family home’s relative comforts. In this way,iddou is indebted to Georges (i.e., the
Republic of France) just as Sarkozy claims that enejitizen of mixed blood, owes France

everything.

% This leads Georges’ acceptance of the differentethers, as well as his own Jewish/Muslim ancesthjich he

had previously hidden. Although Georges confesgefamily background to the bar patrons, he neesnahstrates
any Muslim or Jewish belief in his life. Insteads see frequent elements of Catholicism at workisrhbme. His

confession does not seem to alter his dismisdaisadamily background.
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Georges is the disguised protagonist with whomathdience identifies, and his altered
(now center-right) acceptance of immigrants progitiee film with an explicit morale. Current
debates between Nicholas Sarkozy’s party, the U¥traonh pour un Mouvement Populaire), and
Le Pen’s extreme-right party, the Front Nationatjug whether it is indeed possible for Muslim
immigrants to integrate. The center-right belieuasnigrants should become French and act
accordingly, as my previous discussion of Sarkozgmspaign demonstrates; the extreme-right
finds Muslim immigrants incapable of Frenchness anthreat to national identity. It is this
extreme-right attitude held by the OAS members (ohevhom Georges names as a Nazi
collaboratof*) and shared minimally by Georges, before becoraittgched to Michou, that
challenges the belief that a boy of North Africdduslim heritage is capable of Frenchness. In
this way, the film places the integration discousgecific to the year of its premiere in a
historical setting. UltimatelyMichou d’Auber sides with the winning candidate, Nicholas

Sarkozy and dismisses the National FF8AThus,Michou d’Auberreflects Sarkozy’s national-

241 vjiguier (Chick Ortega) supplies the film with dlain. Therefore, it is fitting that Georges intrazbs him as a
former Nazi collaborator. Viguier appears to berihgleader of the OAS group of veterans. Whengifoeip finds
Michou in the street at night after he has mebhigher Abdel, Viguier is vocal, and prompts thieess to check for
Michou’s circumcision (a Muslim rite of passagelhe¥y then brush his bottom with the same paint thssd for
grafittiing the town. Viguier and Georges engage birunken brawl after Viguier affirms Gisele’s &dry, and
makes discriminatory remarks concerning Michou'sthge. The character’s primary function is to fB#orges as
a racist. Viguier’'s past as a collaborator is péd larger theme of Resistance anchored by thgemsaf Charles de
Gaulle.

2 Although the UMP and the National Front do differtbe capability of Muslim immigrants to integratieere is
significant crossover in terms of voting. In fadicholas Sarkozy capitalizes on the parties’ sintiks, and strives

to keep the xenophobic votes. Famous comments ta8arkozy during the riots in 2005 in which hds e
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identity campaign agenda: the second-generatiarenit(Michou) forgets his Muslim past, and
excels in French history and language, while thenéh voter (Georges) who might have
previously backed the National Front sways to supite integration of Muslims in France, a

principle of the UMP party.

Appearance

Décolorant

To become French, one must appear French, whigspecially difficult for Michou
because of his North African traits. Initially, ®le aims to visually transform Michou to shield
the image of the French family, as well as to defeearself from her husband’s possible anger if
he were to discover Michou's true origins—the chilgrotection is secondary. Gisele uses a
beauty approach, and bleaches Michou’s dark cualy with a product purchased from a
women'’s salon. Because she cannot alter the cluldstone, a change in hair color is the most
drastic way Gisele can alter his genetic inhergaride word for bleach in Frenchdécolorant
and indeed Giséle aims to annihilate any biologioébr. Bleach does not deposit color into the
hair shaft, but penetrates the shaft and destiogyscolor molecules (disulfide bonds) that are
already there. Thus the bleach does not alter colatr destroys it, and in this way the hair

becomes lighter.

banlieueresidents facaille’(“scum”) certainly influenced right-wing voters.affney writes, “Not only did Sarkozy
‘steal’ some of Le Pen’s discourse, Le Pen’s 2@0@2¢ess’ ensured his 2007 failure.” (Gaffney, 19arkozy
confidently balanced his campaign with measurediamhigrant sentiment. Sarkozy’s integration poligmains

close to that of the National Front, because itsdu® endorse multiculturalism.
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Here, the bleaching process operates as an antdoglemolishing Michou’s personal
history as well as Michou’s ancestry, a courseatioa both foster parents stress is necessary:
when Michou mentions his biological family and tgabic meaning of his birth name
(happiness and luck), Gisele tells him harshlyaaét his family, and only a few hours later
when Michou speaks of his dad, Georges becomesugahnd tells him that it if he wants to be
friends, he must forget his biological father. Hddg “C’était avant, et maintenant est
maintenant,” suggesting again that Michou’s Musfiast cannot coexist with a French family.
These moments happen very early in the film, besxalike the bleach destroying color
molecules, Michou’s memory of Muslim life and fagnihust be eradicated in order to pave the
way for his new French identity.

The spectator in turn acts as a bleaching agentseeevery little of Michou’s pre-
adoption life and only briefly meet his father, wivarns him to act French (“Il faut faire tout
comme les petits Francais.”) before leaving him &ml brother, Abdel, at the orphanage.
Therefore, as the blond Michou willingly forgets muclear family and cultural background, the
audience does as well, mimicking Michou’s obediehgevisualizing him only in the French
family. Georges and Giséle offer French cultura asward for abandoning Muslim heritage. As
Islamic culture appears only as an irrelevant dction to Frenchness, the audience partakes
with Michou in the cultural nostalgia of a Frenciigbne era—the early 60s. Michou’s hair
appears more Caucasian, not because of its sityitarEuropean hair color, but because of its

lack of color, its absence of geographic or anceststiingtion.

While the bleach soaks into Michou’s hair, he weashower cap; then after washing out
the bleach, he wears a towel over his head. Invthisthe process is hidden from the viewer, and

Michou’s newly bleached hair surprises both theciier and Georges (Image 4). It is during
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this covered metamorphosis that Gisele teachesddith cross himself as a Catholic and not to
repeat the wordAllah. Michou is especially fragile in this moment, as hoots —deemed
unsightly and unworthy of discussion—are still viletm the color molecule destruction. It is
precisely after weakening and erasing his roots @isele searches for a new Christian name to
replace Messaoud. The bleaching evokes a baptisia, ror more preciselgiven the film’s
emphasis on Catholicism, a christening, in whiah bteach functions as the holy water that is

poured over Michou’s baby head before he is giv@mhastian name.

French Clothing

After bleaching Michou’s hair, Giséle gives Michoaw clothing to wear. When Giséle
meets Michou at the orphanage, he wears an ositfir{s, jacket, shirt, and sweater) of varying
shades of brown (Image 2). Gisele does not voicgshle finds this clothing unacceptable, but is
enthusiastic when she realizes that the clothingldm child pensioner, Pierrot, outgrew is
Michou’s size. The woman arranging Michou’s fostare at the adoption agency suggests that
Gisele is reluctant to care for an Arab boy becaafsker previous attachment to the French

Pierrot.

The tones of the clothing are subtle, yet the wibtae, and red of the new ensemble
indicates that they once belonged to a French &y that Michou is now in a French household.
The discarded brown clothing symbolizes the filthttee shanty town and the accompanying
poverty, while the various shades of brown enhdheenatural skin tone of the maghrebi boy.
Although Michou wears a light khaki several timasotughout the rest of the film, he primarily

wears restrained shades of blue, white, and remhnfeming the film’s patriotic message
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(Images 4 and 9> Furthermore, because the clothing into which Miclehanges during the
symbolic baptism belonged to a boy named Pierrpgrdomime aspect of the clothing develops,

so that rather than dressing French, the Alger@nperforms in a French costume.

Although Michou does not literally wear white cloth or paint his face white, he does
aim to look like a blond European, thereby suggest paler skin tone. Like Picasso’s 1925
painting, “Paul as Pierrot** (Image 5), we now see “Messaoud as Pierrot,” whitéctively is
Michou. Although the naturalness of youth is offsgithe artificiality of white clown wear—or
in Michou’s case, white, middle-class, Europeantwedaoth boys’ expressions convey
confident ease. Yet, this attempt towards blondfelsto look natural, and the result is as fake
and clownish as the white paint or powder of a pauiine (Georges says that he looks like “Un
oiseau avec une drole de téte.”). While Michou évar melancholic as the sad Pierrot, he

conjures up a Pierrot in his “white” costume ansl¢lumsy naivety.

Catholic clothing

Catholic apparel is a distinct element of timése-en-scénghat grounds the film in
traditional values and destroys Michou’s Islamiotso While Giséle wears a small cross
throughout the film, Michou is seen several timesairobe as a choir member, the first time

while singing at the church, the second duringsérices for a neighbor’s séfT.It is during

2 Three exceptions to this are: when Michou wearsektand white robe to a funeral service, whengpears in

beige pajamas to meet his brother, Abdel, on tleestand when he wears a typical khaki farm jacket

** Godard’s intercuts a shot of this Picassco pairitirigjerrot le fou.

> Furthermore, a cross hangs in Michou’s room. Alsimiross hangs in the Jewish Claude’s rootreivieil

homme et I'enfardéind above the bed of Paulettelaux interdits.
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Michou’s performance at the church that Georgesesomo beg Giséle’s forgiveness—they
recently fought after he discovered her adulteftesr with Michou’s French teacher, and she
is also bitter because of his affair with a youmgs keeper. During the choir performance,
Georges takes Giséle’s hand before convincing diéorgive him and begin anew. The scene

recalls a marriage, and in this scenario Micholkesa priest figure.

Georges enters the church during the performandenatks down the aisle to music.
When he finds Gisele, she wears a pastel chiffarf scound her head, suggesting a veil. A shot
of Michou looking down at the couple intercuts thigiteractions (he is on the church stage),
while the next shot of the couple’s hands emphasikzeir wedding rings. When Georges first
attempts to hold Gisele’s hand, she struggles reefortunately, Georges has Micholteb,a
lucky leather charm Michou’s father gave him at tliphanage for good forturi&® He grasps
the piece of leather, and the next shot displagstivo hands joined. Naturally, the Catholic
Church, against divorce and in favor of propagatierthe site of this reconciliation. Michou’s
robe symbolizes the strength of his conversion fislam, and in this dress, we interpret Michou
as a church agent responsible for the reconstruatiothe Catholic family. The wedding
atmosphere of the scene negates the charm’s Afganad superstitious residue, and instead
creates a moment of male bonding as the camerdroatsGeorges’ fist holding the charm, to
Michou (Image 8). Now Michou transfers the powethdd ktely given to him by his biological

father, to his new French father, who uses thenshiamreunite the French family.

** Previously, Michou used the piece of leather t@dBeorges from a feverish fit of PTSD, in whichitagined

he was being shot at in the jundléne wordktebliterally means little book in the Algerian diatexf Arabic, but the
charm only appears to be leather.
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Michou first wears a robe at the funeral of a nbamts son who died as a soldier in the
Algerian War (Image 6). Michou does not sing durthg ceremony, but participates in the
procession by carrying a large cross with a grotipays who wear black and white robes
(different from the festive red and white of theorhperformance). At the funeral, Michou
occupies a unique position that could easily leadatcusation and animosity: his family
originates from the country where the deceasedkillasl. Furthermore, upon leaving Michou at
the orphanage, his father voices hope for thedili@m of Algeria, the cause for which the soldier

was died

However, Michou’s circumstances do not make himmeaorthy. Michou’s identical
dress in a choir robe visually verifies his assatmn. The wordassimilationdesignates both
finding something alike that is in fact differermdathe act of making something equal through
integration®*’ While observing the shots of Michou next to otlelpir boys, we mirror the
diegetic congregation who cannot distinguish Mickaacial difference in his camouflage of
bleached hair and a choir robe (Image 6). Furthezmiiie boys singing at the church are of
similar ages and heights, and stand in a line dbatures their uniqueness—they are seen as a
group not as individuals. Michou’s visual assimdatin choir robes is also religious, for his
Islamic association dissipates in the Catholic mmment. In fact, Michou’s distinguishing

characteristic at the funeral is the large crossdreies. In this manner, the cross and the robe

enhance his exoneration from the blame of the edfddeath and prove his allegiance to France.

Lack of Feminine Islamic Clothing

7 Le Nouveau Petit Robertdition 2002
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Michou d’Auberwould be highly complicated if Michou were femalkdthough the
costumes include clergy wear, the film generallgleses Islamic clothing® The universalist
concept that appears in the script several timesus sommes tous les mémes” would be
challenged by feminine dress indicating differerineact, the viewer reads Michou’s male traits
(or rather lack of feminine traits) as neutérand neuter-male child state avoids the highly

controversial subject of feminine Muslim clothiffy.The lack of images of Michou’s mother

**% Historically, Islamic feminine clothing for Algenis covered less and was more colorful in the 198Misough

several women featured during the al-kabir scene dress in colorful clothing with head scaarmes one with facial
tattoos, they appear more festive than austere wfiering Michou traditional cake.

Bronwyn Winters traces the increase of burga-weaaiiter the Six Days War in 196Hijab and the Republic:
Uncovering the French Headscarf Debé8yracuse: Syracuse University Press, 2008).

9 Judith Butler summarizes Simone de Beauvoir's wstdading of gender-neutral @ender Troublg“Others
following Beauvoir, would argue that only the feimi@ gender is marked, that the universal persorttaad
masculine gender are conflated, thereby definingamin terms of sex and extolling men as the bsarea body-
transcendent universal personhood.” Beauvoir's iMagen is inMichou d’Auberwhere a male child represents the
ideal immigrant. Judith ButleGender TroubldNew York: Routledge, 1990) 15-16.

250Qctober 6, 2010, the senate banned le port du voile intégrale, which includes the burqa (clothing covering

the entire head and body) and the niquab (cloth covering the nose and mouth). The law sites these aspects of
feminine Islamic clothing as threatening to national security, because they cover the face. Le monde writes :

Le chef de file des députés de la majorité, Jean-Francois Copé, I'un des principaux soutiens de cette

interdiction, s'est félicité de cette décision, vantant “une réponse ferme adressée a tous les extrémistes qui

veulent tester la République et un signal fort envoyé a toutes les femmes qui se battent pour leur dignité”.

“Depuis de longs mois, a-t-il ajouté, avec mes amis députés, je me bats pour défendre une valeur fondamentale de

la République. Ne pas se masquer le visage dans l'espace public est une condition du vivre ensemble et un gage de

sécurité.” “Le Conseil constitutionnel valide I'interdiction du port du voile intégral ” Le Monde,
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and stepmother further dismisses the issue andsKdeghou’'s family background more French
in appearance—we only meet his father wearing aand tie”’ Yet, while the film does not
address the politicized veil or burga, Michou's @@ into the “French” Pierrot-clothing
demonstrates an attempt to visually assimilatesistent with the center-right’s position towards
integration. Additionally, the difference betweenchbu’s secular and religious clothing depicts
strong boundaries between church and school, aapyifanction oflaicité (the lack of religion

in French government or state programs) in thetlastdecadesTherefore, although the film
superficially ignores the national veil/burga delyahe importance of clothing to the character’s
integration indicates an anti-Muslim dress sentitbat can be extrapolated to addriesgort

de voile.

Name change

On the orphan’s first day at the country home, Biserbally erases Michou’s past by

changing his name. Gisele chooses Michel, but onbe calls the boy this before altering the

http://abonnes.lemonde.fr/politique/article/2010/10/07 /le-conseil-

constitutionnel-valide-l-interdiction-du-portdu-voile-

integral 14219 5 5 82 3448html , October, 7, 2010, Le monde diplomatique, October 27,

2010.

For a broader discussion of this issue see Hijab and the Republic: Uncovering the French Headscarf Debate
cited in footnote 24, or John Bowen, Why the French do not like head scarves: Islam, the State, and Public Space
(Princeton: Princeton University Press, 2007).

»!We see his father twice when leaves him at thearabe and later reclaims him. Although his fatipeags

about his mother’s illness, death, and about higreage, the film provides no images of Michowther’s wives.
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ending with “chou”™—€hou meaning cabbage, is also a term of endearmentaddiionally
means cute or sweet. The boy prefers his new naithetlie affectionate, infantilizing suffix,
proving his subservience and his eagerness tthélchild role for his new parents. By agreeing
to the name Michou, the immigrant child accepts Enench language environment and the

patrimony that will lead to his societal acceptance

One can make the analogy to the colonization peyceswhich colonizers’ rename
communities in their own national language: thenEheconfiscated Algerian communal land in
1830 and renamed several hundred Algerian citi¢is Riench nameS? The developing mind
of the child also resembles the vast unfarmed laindigeria as imagined by the French that
colonized it, the potential of the undeveloped @ed of a civilizing force. The same French
ownership inherent in the act of renaming the trdmanmunal land appears in Giséle’s decision
to give the Arab boy a French name. In this waychu becomes a possession, and specifically
a French one. Additionally, by naming the child slezomes accountable for his integration,

which here also implies a religious conversion.

Michou's biological father explains before leavihgn at the orphanage that his birth
name, Messaoud, has been passed through geneiatibiesfamily, and means luckghanceux
in Arabic. The new name, Michou, contradicts tharfer Islamic one, as it has no ancestral

precedent, and traditionally signifies the saintwdrring rather than luck® However, the

%2 john Douglas Reudiodern Algeria: the origins and developments of#ion (Indianapolis: Indiana

University Press, 2005) 289.

253 Although, the name Michel/Michael is Christian, andy signify the child’s conversion by the courthes
archangel also appears in Judaism and Islam, mékinguitable name for a child whose religionniglux. In the
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affection of the suffixhoudemonstrates his fortune in finding such an aib@ette foster family,

the inverse of his brother Abdel's unfortunate aiibn.>* Even after Georges discovers
Michou’'s Algerian background, and after Michou’sural hair color returns, the couple refers
to him as Michou. In fact, when Georges last méstsboy after he returns to the banlieue of

Paris with his family, he yells his French firsinma (“Michou!”) to beckon him outdoors.

The bi-nomenclature might cause a child discomfemblematic of the two cultural
individuals he must now incorporate. As he has fathhers who each refer to him with a
different name, he must be both the French Michwli Algerian Messaoud accordingf?. The
last of the four occasions on which the charadeeferred to by his birth name occurs in the
ending titles: “Messaoud vit encore a Paris.” T¢gatence indicates that the character has now

passed to adulthood and has returned to his baren There is no image of Michou as the adult

Bible there are four references to Michael, threatich refer to battles. Michael is one of thengipalangels his

name was the war-cry of tigood angels the battle fought ileaveragainst thenemyandhis followers

In Book of Revelations 12:7“And there was war in heaven, Michael and his angelging war with the dragon.
The dragon and his angels waged war.”

»*Unfortunately, because Michou is the focus of tiapter | was not able to fully discuss Michou'sther Abdel,
who poses an interesting contrast as a child wies dot choose to assimilafédel is also sent to live on a farm,
but his foster family sends him to a shack abowhkieken coup. Abdel then runs away and spendsetteof the
movie wandering as a homeless boy, occasionalifingsMichou and begging him to leave with him asch of
their father. Michou gives him his pocket money, hoes not want to leave his school or foster fgarérnope to
later contrast the two brothers in depth.

255

This tension climaxes when Michou’s father comesetdaim his son. In this scene, each man callbtlyea

different name.
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Messaoud. Thus for the French public, the secomémgion immigrant remains only as he is

accepted by the couple, as a youth with integraimtential and an infantilizing nickname.

Gisele and Georges do not initially offer Michowithlast name, Duvali. Still, Michou
cannot keep his biological family name, which wouallért everyone to his origins. Instead,
Gisele and Michou’s school teacher, Jacques, cthatéctitious name, d’Auber, based on the
banlieue north of Paris, Aubervilliers, where Miahlived with his father. Although it may be
presumed that Michou has a family name, no charatters it*>®In this way, an imaginary
French heritage easily fills the void. The nameMdu d’Auber suggests that Michou comes
from a village called Auber, but such a place doest exist. While Jacques and Gisele find
d’Aubervilliers too obvious, the name is furthersatisfactory because of the impoverished
highly immigrant composition of the district whietould reveal Michou’s ancestry. Although
the French government did not control the nobilipayticle “de”after the revolution, today it
still implies wealth and genetic proximity to Fréncoyalty. Thus the “de” adds an ironic
element to the naming of the French-Algerian orphake the artificial blond hair that clashes
with his olive skin, the situation of a second-gatien immigrant from the banlieue conflicts
with a noble indicator. The family name symbolizebond: in a picnic sequence during which
the couple announces to Michou their intentiondopa him, Georges beams that Michou will

share their last name, Duvali. At last, after fotigg his true name and then using an imaginary

»®\When Michou’s father comes to their home, he ask&korges Duvali. When Georges asks who he is,

Michou’s father responds “le pere du petit Messablidthis way, Georges and Gisele have an ancestny
Michou’s last name remains exterior to the scifgt if the viewer notices the co-scriptwriter'ssimame
Messaoudand becomes aware of the autobiographical nafiutee film, she might place the scriptwriter’'stlas

nameHattouwith the boy character.
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one, Michou has won his right to a Fremabm Nevertheless, the sharing of the family name
never comes to pass. Thus, Michou never officighters the French family and will be
considered a second-generation immigrant despstentegration, largely because of this Arabic

signifier >’

Catholicism vs. Islam

As demonstrated above, Catholicism emerges astraotdé in Michou d’Auber the
couple that commits adultery is forgiven, and therch not only aids in Michou’s passing as
French, but is in large part responsible for hisiragation?*® When Giséle goes to the choir

director to ask if Michou can participat®,she recalls how the Catholic Church helped hide

7 While we cannot compare Michou’s situation to stgyéhe act of renaming which erases his first teagge and

ancestry is not unlike the first African slaves wiliere given new first names by their master, anenofimes their
master’s last name. White society considered slatddlike, incapable of speaking or deciding foemselves.
While Giséle does not buy Michou, a financial exug does take place; and Michou provides the haldetith

state income. Furthermore, while Michou speaksnfiuérench with only a very slight accent, he muesrh

“proper” French in school, where he initially relgehis ignorance by not being able to notate prygper

%9 As the film has several scenes that take placéénchurch, and several in which Michou sings in ¢heir,
catholic repertoire becomes part of the film sotemk. When the Priest asks Michou whether he aag, $he boy
does not sing religious music, but instead chotsesng Little Richard’s “Tutti Frutti” while doinghe twist. The
American 50s song appears even more infantile amdohous set in a French language film. The momerni
obvious attempt at humor, as the song does noctidarwith the church setting or with Michou’s baokgnd.
However, it enables the narrative to avoid Islamd grotects the target mainstream audience froraidor
influences by appearing secular. Islamic music deesign instruments and registers (as well as i)awhich
might make a French audience uncomfortable.
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Jewish children during the Holocau$t’ implying that the church is a force against
discrimination and can become a refuge from thentewacism by allowing Michou to attend.
Children do yell racist insults at Michou, but theéy not do this in the church setting. The OAS
veteran friends of Georges chase Michou, stripgadt him, but these characters, including the
collaborator Viguier, do not attend church. Instélaely congregate at a less sacred setting, the

neighborhood bar.

Gisele introduces Michou to Catholicism at theibeipg of the movie, and soon Michou
uses Christian prayer to manage stress. When Geamy Gisele fight, the camera captures
Michou kneeling at his bed and praying for the deuj reconcile with his palms touching
(Image 9). This is a specifically Christian gestym®ving Michou’s conversion—the bed
prohibits Michou from prostrating, and Muslims dat place their palms togeth&-Generally,
the film presents Islam as an afterthought, jus¥lahou’s Muslim family is given little screen
time or explanation. In fact, there are few refesmnto Michou’s previous understanding of God:
Michou says “Allah?” and looks confused when thegirinquires to his religious belief and

when Gisele teaches him about his new savior. ¢bigused response provides comic relief.

#%% Although the Church took a stance of no involventming World War I, isolated cases of congregaithat

hid children did surfacelhis is another instance in which the film involkssistance nostalgia to ennoble the main
characters we associate with the movement. Innthis the film provides national uplift despite ttaeist behavior

of some French men.

?%1 Although Muslims pray Salahsfwe ) five times daily, the believer bows to the grduhree times in the
direction of Mecca, which here would be impossiideause of the bed. Furthermore, Muslims do ndittoaally

pray with the palms touching, but place hands eir ttnees or the ground when praying, possibly mgphe

hands as if offering something at the end of agray
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The most common reference to Islam in the filmhis Muslim abstention from pork, which also
provides cultural comedif? The farm setting is not incidental; because thenfaaises pigs,
eating pork and butchering pigs is regional. Whesélgé gives Michou some chicken to eat
instead of the pork chops, Georges insists thatliild eat pork as well. Georges’ disciplining
tone and Michou’s excessive fear make for comeeitsion when he spits out the pork. A
similar occasion transpires when Georges insisthili aid in the butchering of a pig. Although
Michou commits the faux-pas of sayiAflah instead of God on the several occasions mentioned,
after winning best in class and converting to Cltisim, he only remains connected to Islam
only through his fear of pork, which balances therese moments of the family film with
humor.?®® Michou d’Aubels comedic insistence on pork keeps any dialogueretifjions
superficial; the film presents the difference betwéaiths as the difference between people who

eat pork and those who have a childish, silly feat.

During choir, Michou learns to convert as a partaoflarger integration based on
mimicking others. Previously, Michou learned tossdimself by imitating the hand movements
of Gisele. At choir practice, the priest noticeschMiu’s weak singing and asks him to be silent
but to move his lips as if he were singing with titeers, suggesting that it is not important if

one acts as a Christian, as long as one appedrs $0. Michou obeys the priest and lip-synchs

%2 || reste du jamboifDir. Anne Depetrini, 2010) is another film that ashe Muslim abstention from pork as a

comic device that glides over religious differencEse film follows the story of a marriage betweefemale
French television host and a male Arab surgeon.

263 As | have already mentioned, Michou and Georges visit a Muslim community on the Eid al-Adha

to sell lambs. Although this is a Muslim holiday, there is no discussion or explanation of the holiday’s religious

significance.
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with the other French choir members. The priesb absplains to Michou the most important
saint for an Muslim convert: « Ce que tu dois saest que Saint Augustin était un saint berbére,
tu peux dire Kabyl, et qu'il a converti au Chrstisme. » Here, the priest reminds the audience
of Michou’s Kabyl background which is less cumbengothan an Arab for France because of
the Kabyl culture’s secularism. Therefore, becaMsehou holds no attachment to extremist
Islam, a common Western stereotype of Muslimsshaare capable of becoming Catholic and
French. Furthermore, the priest provides Micholthveh appropriate example, for Jesus, as a
Jew, does not suffice for a Muslim. The priestatetient comforts Michou and reasserts that the
Catholic Church is a place of refuge, a place wleren Kabyl people are welcome if they

mouth the proper words.

Despite the metaphorical baptism early in the filamd despite Michou’s church
attendance, or perhaps because of these instaheelm does not make overt reference to a
religious conversion—in fact, because Michou appdar have few Islamic beliefs, such a
conversion appears less necessary than an awak@&hiedilm does not present Islam as a threat
to the Catholicism so carefully presented as aeaspf Frenchness. However, unlike the pork
jokes and Michou’s “Allah?” looks, Michou’s quickljound devotion to Jesus is solemn;
sweeping string music and low-lighting accompangiiu praying with palms touching at his

bed, and the scenes at the church and at the fumdyancrease the affect of his piety.

Catholicism’s final blow to Islam occurs when Miah® biological father returns to
reclaim him. When he calls his son by his Arabithbhame, Messaoud, the boy says, “Je ne suis
pas Messaoud. Je suis Michou d’Auber. Je suisdiargt catholique.” As previously mentioned,

Michou claims he is French at the beginning offtlmne because he was born in France. However,
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a change has occurred, and now he does not iddmgf\Messaoud-past as French. This is
because this name is Arabic and Islamic, rather Eranch and Catholic. Michou associates the
word francgais with catholique indicating that because he was not previoushh@mt he was
not French. While Catholicism and French natiomaligork together to form a new identity for
Michou, they directly counter his Islamic heritagéwus, as a French and Catholic boy, Michou
can no longer accept his biology (father), ancesfpame), and geography (Algeria). He reacts
with anger, and insists on his new cultural idgntiAlthough in a short sequence Georges
reconciles the boy to his destiny, there is noditeon between the way of life at the farm, and
the lifestyle within the banlieue immigrant commiynior Algeria, where Michou and his family
ultimately live. As we learn that Messaoud is imtpasponsible for the story in the credits, and
lives as an adult in Paris, we may envision his & a French Catholic despite the return of his

Arabic name.

Education

Lettre aux éducateurs

The first September after Nicholas Sarkozy's etegtihe submitted “une lettre aux
éducateurs” to coincide with tientrée. Although the document contains many generalization
about education and its importance, one additigrfallds themes of Sarkozy’s campaign and
presidency that are not incidentalMiachou d’Auber:

La famille joue bien slr un réle essentiel dangrémsmission de lidentité
nationale. Mais c’est I'école qui est le creuset.darlant de I'école je ne pense
pas seulement a I'instruction civique dont I'enseigent doit retrouver une place

de premier plan a I'école primaire, au college etlgcée. Je ne pense pas
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seulement a la transmission de valeurs morales eotamdroits de 'Homme,
'égalité de 'homme et de la femme ou la laicitdéi gont au coeur de notre
identité. Je pense a cette tradition francaiseadeehsée claire, a ce penchant si
francais pour la raison universelle qui est dansenphilosophie, dans notre

science, mais qui est aussi dans notre langue, mans littérature, dans notre

al’t.264

By stressing the family’s dissemination of natioigintity to the student, Sarkozy implies the
immigrants’ handicap. For immigrant students whorat have a patriotic foster family like
Michou, the school is ultimately responsible fadking nationalism.

Thus Sarkozy posits that the first responsibilify schools is to form good French
citizens, including immigrant children whose famdiare disadvantaged in teaching Frenchness.
Sarkozy refers twaleurs républicainesas morals, and emphasizes the school’s role chieg
citizenship?® In this manner, the study of French languagerdlitee, and philosophy serves the
goal of teaching French morality that thereby skagl@ldren of all backgrounds into devoted
French people. Although the school and the edutalitichou receives generally parallels

Sarkozy’'s description of the ideal school, the digudetween men and women cannot be

264 Nicholas Sarkozyl,.a lettre aux éducateurgRéalisation Documentation francaise, impressardaux
officiels, 2007)15-16.

*®> The Minister of Education’s website makes a simskatement. The first page opens with headingléMas
républicaines et éducation a la citoyenneté: Urssion fondamentale de I'école. ” Afterwards is atgtion from
the orientation law of 2005 : “ Outre la transnossdes connaissances, la Nation fixe comme migsiemiére a
I'école de faire partager aux éléves les valeuta &&publique. Le droit a I'éducation est gararthacun afin de lui

permettre [...] d'exercer sa citoyenneté. “ (loriéntation et de programme pour l'avenir de I'Echl 23 avril 2005

- art.2).EduscholNov. 19, 2010 kttp:/eduscol.education.fr/pid23131/orientatiombt
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addressed on an insular level; Michou’s schoolagsbonly (a law in 1959 required mixed
schools, but it took several years for the law ¢oelnforced, a historical fact that conveniently
maintains Michou’s pure and neuter identity). Aligb the “Droits des Hommes et des
Citoyens” (a document similar to the U.S. Bill ofgRts) defines equality (between people of
various nationalities, sexualities, and religioather than between men and women), these rights
do not appear in our limited view of the curricul@tiNevertheless, Michou’s ethnic difference
and the ways in which it challenges the rural rigirig ideology surface as part of the learning
environment. Furthermore, the teacher’'s acknowledge of Michou’s progress demonstrates
the lack of racial discrimination at school.

LanguageSecousser Couscous

When Michou fails his dictation, a common exerciseFrench schools, by writing
couscous instead skecoussethe teacher, Jacques announces this mistake tabs. Although
earlier in the film the school teacher helps hidehdu’s origins by penning his last name, here
he alerts other students to Michou’s relationslipgNbrth African culture. Yet when students
begin chastising Michou for the telling mistakecglaes orders them to quit interrupting. In this
way, the school atmosphere is the site of a netgmtiathe teacher openly criticizes Michou’s
difference which provokes the class, but then haitas the outburst. The film presents this

moment of lingual confusion as a laughable staptegration

However the dictation error can be viewed as a pieta for language acquisition:

Michou mistakes the Frendecousséor an ancient Arabic wordySS(couscous is pronounced

?*® We only see Michou study the war of Indochina v@iorges, and a dictation exercise in which he watsout

the geographical beauty of Berry.
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the same in French and Arabf&f.Michou understands Arabic on several occasions,hiu
almost exclusively speaks French, demonstratingAhabic is hislangue maternellelespite his
ambivalent feelings towards ° It appears natural that he reverts to his culfuliabual
background and hears Arabic when pressured to prisvability in Frencl® The script uses
the wordssecousse@ndcouscousecause of their obvious rhymes, and because te ipork
instances, food serves as the most accessible@mndffensive way to assert Michou’s cultural
difference. Howeversecoussewhich means a shake and can also define a psghal shock,
could describe an immigrant’s emotional state emRhench school system, a condition that often
provokes a lingual regression. Furthermore, thé tzat the word he hears concerns a meal, a
source of comfort usually provided by the mothertHer suggests his longing for what was once
maternal, including the mother tongue. We imaginat twhen Michou hears the professor
speaking French, he summons the repressed langudgeast family gatherings associated with

couscous as a comforting exit strategy. Mehdi Chaleo uses a dictation exercise to

2%% Michou only speaks several short sentences in Aralshen he visits the Algerian community with Gessgo

sell sheep, he explains his situatioran Algerian woman before receiving cake. He dostsentences in French
and Arabic, several subtitles are givatthough Michou identifies himself as Kabyl, he da®t speak the Kabyle
language.

* Robert Berthlier defends bilingual education fomigrant children : “Cette langue maternelle, posted’affect

et de culture, est fondamentale car elle appavaiti@rganisatrice des facultés intellectuelleasda mesure ou ce
sont son acquisition et sa maitrise qui vont painaéd mise en place des capacités cognitives remssible,

entre autres, une scolarité satisfaisante.” Rdbenthelier,Enfants de Migrants a I'école francgaise

(Paris : L'Harmattan, 2006) 60.

217



demonstrate the Maghrebi students’ confusiobamhé au harem d’Archimed&984) The title
itself is what an Arab student writes on the boatten hearing “le théoreme d’Archimede.”
However, the humiliated student drops out of higha®l and leaves the banlieue, returning
several years later rich, possibly involved inghé activities. On the contrary, Thomas Gilou’s
family film promotes integration and does not gigsthe linguistic roots of cultural separation.
Furthermore, the film does not insist on Michou’saldic, which would brand him an

étranger and undermine his integratio®lthough Michou still stumbles at this stage of
assimilation, by the end of the film he refusesdaspond to his Arabic name, testifying to his
Frenchness. In this manner, the school environneathes Michou that to pass as French, he
must hide his bilingualism, in addition to his heior, circumcision, and knowledge of Isl&ffi.
Franz Fanon’s description of tientilles Negrofrom Peau Noire, Masques Blan@lack Skin,

White Maskskillustrates Michou’s situation:

Parler une langue, c’est assumer un monde, unereult’Antillais qui veut étre
blanc le sera d’autant plus qu’il aura fait siemdtrument culturel qu’est le

langage...Nous retrouvons chez les Antillais entrdahs le cadre de notre

2 When Michou accompanies Georges to sell the shedpet Algerian community, a religious man recogmigi

Michou’s Arab traits, wishes the boy a good holidmyrabic, and kisses him on the forehead. Georgas to his
rescue and tells the man; “C’est mon fils. Arrééeldi parler en arabe. Il ne comprend paSé&orges can identify
Michou as his son because of his supposed ignorahéeabic; if Michou were to speak one word in Arg
Georges would not be able to claim him as his childhis manner, Michou must refuse to speak Aratiorder to

protect his home and status.
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description une recherche des subtilités, des émreu langage—autant de
moyens de se prouver & eux-mémes une adéquatiotuiure®’*

Michou verifies his Frenchness (Fanon’s whitendss)winning respect and help from the
ultimate male judges who reward his mastery of Ehench language with French signs, e.g.
certificate of excellence, or adoption offer. A lavas recently passed that second-generation
immigrants born in France must demonstrate thednwkadge of a « une charte des droits et des
devoirs »—ne sorte de contrat commun (...) établissant dewxipes a la fois moraux et
politiques qui constituerait un ensemble de réglesle droits» before becoming citizeR&

Furthermore, the “contrat d’acceuil et d'immigratiqthe welcome and immigration contract is

a government integration program in which new immaungs are legally bound) was changed in

"1 Franz FanorPeau noire, masques blan@ris: Editions de seuil (1952) 30.
272 “ Eric Besson veut créer une charte des droits et des devoirs ” Le monde, Jan. 16, 2010, Le Monde

Diplomatique, Nov. 24, 2010

<http://abonnes.lemonde.fr/politique/article /2010/01 /16 /eric-

besson-veutcreer-une-charte-des-droits-et-des-

devoirs 1292472 823448.html-. Additionally, M. Sarkozy would not like the acquisition of

French nationality at the age of 18 for a minor delinquent born in France to two foreign parents to be a right.
Alaw voted on in 1993 for in favor of this right in 1993, comforted the left majority in 1998. Philippe Bernard
et Arnaud Leparmentier, “ M. Sarkozy veut durcir la répression contre les délinquants d'origine étrangére "Le

Monde, July, 30,2010, Le Monde Diplomatique, Nov. 24, 2010,

<http://abonnes.lemonde.fr/cgibin /ACHATS /ARCHIVES /archives.cgi

?ID=b13891cab1b015519bb94bed3b00dfc140a47baf51a6974d-.
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January of 2010 to require more advanced Frenchrames. These new laws indicate again
Michou’s exemplary behavior; if Michou lived in demporary France, his superior study and

education would result in his naturalization atwégn?’®

Conclusion: The Ministry of Immigration and National Identity

On May 8, 2007, Nicholas Sarkozy promised thatklécted, he would create a new
Ministry of Immigration and National Identi&/*In a 2006 poll byLe Monde Sarkozy was
voted the most credible candidate concerning imatign.?’> Consequently, after the
announcement of the new ministry, he gained a derasble lead over his adversary, Segolene
Royal?’® By placing the wordémmigrationandidentité nationaleogether under the same title,
Sarkozy opposed the concepts while simultaneoustyjoming them, inciting provocative
guestions: How can we maintain our national idgniith immigration? How can we keep
immigration from harming our national identity? Bynphasizing the importance of protecting
national identity, Sarkozy influenced a centrigfhti vote that felt marginalized by the extremity

of the National Front.

Michou d’Auberposes the same questions as the opposition betinaganal identity”

and “immigration,” but responds enthusiasticallihrbugh assimilation!” Arab characters who

23« |dentité nationale : les mesures envisagéesepgouvernement e Monde Feb. 8. 2010, Le Monde

Diplomatique, Nov. 24, 2010http://abonnes.lemonde.fr/cgi-

bin/ACHATS/ARCHIVES/archives.cqi?1D=b13891cab1b019bb94bed3b00dfc140a47baf51a6374d

274 Noiriel, 81.
275 Noiriel, 82.
278 Noiriel, 81.
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do not choose to integrate (Michou’s brother ariddg return to théled (their homeland), and
pose no cultural threat to Frarf¢éThe character of Michou then positions the Frematlience

in a relatively balanced position, considering tight-leaning politics of Europe in 2007. As a
sympathetic audience member, we do not identifyhvilie ultra right, OAS/collaborator
characters, nor with the radical left; we love ammigrant, but only a submissive, neuter, child
immigrant who acts thoroughly French. In this widichou d’Auberreconciles the president’s

terms, endorsing the promise of the Ministry of ligration and National Identity.

However, in November of 2010, Nicholas Sarkozy distted this ministry which he had
publicized during his campaign and administratigagative media surrounding the expulsion of
Rom communities in August, viewed as part of theate on national identiy/®as well as
national protests concerning pension age underntimedlready diminishing popularity of the
president. The demise of the Ministry of Immigratend National Identity labeled thy Monde

as “la fin d'une symboleé”® now framesMichou d’Auberhistorically. The legitimization of

7 It was a common hope under the immigration pdiciethe 60s was that the North Africans would wankl

live in France temporarily.

8« ||y a une redoutable cohérence entre le débdiidentité nationale, la “ bouc-émissarisation $deoms et des
gens du voyage et la volonté de déchoir de leuomeité des citoyens frangais. Dans chacun demmeeents, un
méme récit a été raconté : il y a au sein de rsuicéété des personnes aux origines “ extérieuges posent
probléme et ces personnes n'appartiennent pasadida.” Dominique Sopp“Pour une conception politique de la
nation : La République exclut tout choix ethniquee”Monde August, 8, 2010, Le Monde Diplomatique, Nov. 24,

2010 <http://abonnes.lemonde.fr/cgi-

bin/ACHATS/ARCHIVES/archives.cgi?|D=2cda9c24bebbacki310090e9b5f9644b21827a95a38274

*”% Elise Vincent La fin du ministére de l'immigration, tout un spole “ Le monde,Nov. 17, 2010, Le Monde

Diplomatique ,Nov. 22, 2010,
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laicité and ofintégration places the film firmly at the beginning of the K&y presidency,

before public disillusionment with Administratiomlies against non-integrated immigrants.

Furthermore, the film’s setting, during the Algeri&/ar but not in Algeria, with a
French-Algerian boy also invokes Sarkozy’s earlgnamistration. The anti-repentance sentiment
present in his visits to Algeria as Interior Mimistas well as in the first year of his presidency,
states the irrelevance of France apologizing nawhe past—Sarkozy called French repentance
a form of self-haté® Similarly, Michou d’Auberdoes not respond to the Algerian request for
French repentance with an apology, but by providinghodel for Algerians who choose to
integrate in France, proffering the character Mictas a historical example. France does not
appear responsible for the war in the film (in fiet only war casualty of the film is a French
soldier), and colonization remains in the nostalgealm of memorabilia (war medals,
photographs, and a carved elephant tusk from Ggongiéitary service in the colonies line the
living room walls of the Duvali home). Thus, theaRce ofMichou d’Auberhas no need to

apologize, but instead demands gratitude for atsinu Algerians.

Cartouches gauloises

In this speech made on Sarkozy’s first presidenisit to Algeria, the newly elected

French president alluded to the equality of was lkile denying the public an apology.

<http://abonnes.lemonde.fr/cgibin/ACHATS/ARCHIVESthives.cqi?ID=9ad09a3fd8f121d2f22ebc57405fbc250e

5c7edf2c906ace
** Dominique Dhombres, “La Constance dans le refus depentance, ” Dec. 6, 20a7% Monde Diplomatique,
Nov.22, 2010, <http://abonnes.lemonde.fr/cgibin/ MarS/ARCHIVES/archives.cgi?
ID=708a7e996459dc0447d225cef5639217951694687f85a00e
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Il est aussi juste de dire qu'a l'intérieur de get&sme il y avait beaucoup
d'hommes et de femmes qui ont aimé 'Algérie, adardevoir la quitter. Oui, des
crimes terribles ont été commis tout au long dguarre d'indépendance, qui a

fait d'innombrables victimes des deux c&tés.

Like Nicholas Sarkozy's anti-repentance statemedstouches gauloiseemphasizes that
warfare traumatized both the French and Algeridine main character, Ali, an Arab boy who
attends a French school and also works as a neerspag a grocer boy, makes frequent contact
with French adults and children while remainingdlved in his own Arab family that supports
the FLN. Through Ali’'s eyes we access both sidethefconflict, as well as those rejected by
both camps (harkis and prostitutes with Frenchntdile). To situate my interpretation, | will
begin by reviewing Mehdi Charef's work as a direcad author, known primarily for his first
film Le Thé au harem d’Archimedgly study ofCartouches gauloisesvill then reveal how the
film depicts both French and Algerian losses thiowg child’s eyes, incorporating many
elements of Italian neo-realism. Michael Rothbergsm “traumatic realism” appropriately
describes Charef’'s 2007 film. | will conclude byp&ining how the film's overt and excessive

violence conveys the daily trauma of living in wad.

While Cartouches gauloisdsas an Algerian nationalist thrust—the cameragakeArab

child’s perspective and depicts the people’s joyhwilags and music after independence is

281 “ Condamnation par Sarkozy du systéme colonial : ‘Ce n'est pas assez’ dit Zerhouni ” Le matin DZ, Dec 4,

2007, Feb.16, 2011, <http: / /www.lematindz.net/news /condamnation-par-

sarkozy-du-systeme-colonial-ce-nest-pas-assez-d.html-
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declared —the film equally devotes screen timerem€h characters who confess their sorrow (a
senior pied-noir couple, a train station managepraectionist at the local cinema, boys who
play with Ali). By demonstrating the pain of theSeench characters and their friendships with
the Arab child,Cartouches gauloiseportrays a very convulated French Algeria in whibb
inevitable decolonization destroys many interratiahds. Jean-Pierre Lledo’s’Algérie: Les
Histoires a ne pas dir¢2008) conveys a similar view of French Algeridealizing the mixed
communities. In his documentary, Lledo traces tlenfiships of his own pied-noir parents with
Jewish and Muslim inhabitants of the same buildiagd demonstrates how the war of
independence destroyed these and many other antiasat partnerships. Lledo’s film, nostalgic
for French-Algeria, enhances the regret for Algetidependence by detailing the bloodshed of
European citizens in the massacre of Oran (Benj&@tona states as many 300 died, however
sources vary on the number of mortalities. The eveas planned by the FLN as a reaction

against the OAS*}?

This insistence on the plight of the exiled piedrs@nd the view of French-Algeria as
one of mixed friendships is, historical accuracidasreactionary in 2007, as the media had
recently been more judgmental of the French preseeporting on the torture committed by the

French army during the war that they had previodsiyied (the military opened files concerning

2 The toll from July 5 was high. According to thelfigs given by Doctor Mostefa Nait, director of tiespital

complex in Oran, 95 people including 20 Europeamsewkilled (13 stabbed to death). In addition, 16dre
wounded. The Europeans told of scenes of tortutkagimg, and above all of abduction. On May 8, 39éhe
secretary of Algerian affairs declared at the NaloAssembly that 3,080 people had been listedbdsicied or
missing: 18 were found, 868 freed, and 257 killladoughout Algeria, but especially in Oranie).

Benjamin StoraAlgeria, 1830-2000: a short histoy05-106
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the Algerian War to the public in 1999, Paul Aussaes non-apolegetic confession of torture
was published in 2001, and General Jacques Masgh d@as publicized in 2002.) While Charef
does not always depict the French military favoraldome officers do provide the main
character with a medical check-up and appear coederfor his welfare. Furthermore,
Cartouches gauloisesonsiders other French characters and their traumeéepth. While
Charef’s film does not idealize French Algeria like Coup de siroccd1979), or evoke
imperialist nostalgia likéndochine(1992), the Arab child protagonist offers a nuahpeint of
view that universalizes the atrocity of war. Howe\mecause the child is Arab with familial ties
to the FLN, Algerian nationalism resounds. Furthemm although Charef sefSartouches
gauloisesin his hometown of Oran, and concludes the film tbe day independence is
announced, July 5, 1962, he fails to mention thesmaurder that occurred simultaneously, a
central event ires Histoires a pas dirénstead, Charef chooses to end the film on ecalery

note, concluding the story of an Arab boy with ittneninent return of higellaghafather.

A French or an Algerian director? A French or AlgarFilm

Mehdi Charef's unusual bi-national background a#folm to empathize with both
French and Arab characters. When Mehdi Charef wasin 1952, Algeria was French (in 1848
Algeria was annexed as a part of Fraiddgérie-Francaise although it was formerly a French
colony). To this extent duality complicates Chasefational identity: he was both born in France
and in Algeria. Charef and his family left seveyahrs after the war of independence to live in

Nanterre, France. Therefore, although Charef spgmificant childhood years in Algeria, his
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films and novels are produced for a French popufain France. Nevertheless, several of his

literary narratives are set in Algeria and his veouisually portray Maghrebin charactéts.

Charef's most lauded work is his first filnhe Thé au harem d’Archimedée Thé
established the novelist as a director, but bechasehéwas the first feature length film set in
the banlieue by a Maghrebi director, the film atstablished Charef's status abear director.
Beur, the term most often attached to Charef's oeuwseslang for second generation
Maghrebian immigrants in France. The word firstaduced in the 80s, usgsrlan—a French
speech style, particularly popular in the banlieog,reversing phonetic syllables—to say
arabe ?®* Media soon seized the term as shorthand for thimipy increasing the term’s
popularity. Today, the terrbeurin literature and film defines narratives that cont the social
and financial difficulties of Maghrebis in Francparticularly second and third generation
immigrants. Usually immigrants author these wor&gpanding on certain autobiographical
details. At the époqué,e Thé au harem d’Archimedeniquely fit this description in cinema; in
fact Michel Frodon describdse Théas “fondateur de la culture beur&The film, which was
first a semi-autobiographical novel of the samke,tilepicts a young man (Majid, played by
Kader Boukhanef) who is unable to find work—or ewninternship—after high school due to
racism. Consequently, Majid becomes a petty thi#i s partner in crime, a French friend Pat
(Rémi Martin), also in late adolescence, who lireshe same HLM (project). The film poses

identity questions: Majid differs from his friends an Arab, but also isolates himself from his

*® The filmsLe thé au harem d’Archiméd&984) Marie-Line(2000), andViiss Mona(1989).
?%* Many third generation immigrants use verlan onaheady verlan term to call themselvasbeu.
%% Michel Frodon, “ Le cinéma n’existe pasQuantara 30 1989-1999.
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family, who cannot understand his current cult@mlironment—exemplifying the alienation of

the second-generation immigrant in France.

Charef's subsequent films show cinematic intenegither minorities: transsexualdiés
Mona), the homeless and drug addict€&hnomillg, female prisonerd_es Juliettes However,
Charef's Algerian origins and a recurrent intefiesiorth African immigrants label him laeur
director. Fabrice Venturini aims to defend Chareif such easy categorization despite using
beur in the title of his work on the cinéastlblehdi Charef. conscience ésthétique de la
génération beur. He explains that the classification ahéma beurs very limited and that

Charef’s work evokes much more than this groupirggssts:

Son parcours, sa production, sa “vision” du cinémna fait de lui plus qu’'un
référant : une conscience....Cependant, son ceuvrdaiést de bien d’autres
choses que la simple retranscription d’'un questament identitaire propre a ce
gue I'on a appelé, plus ou moins complaisammenggl@&ration beur. Son tissu
narratif, au fil des films, offre en effet une étga mosaique ou I'image rencontre
image, engendrant autant d’actualisations icoaegu Marilyn Monroe,

Humphrey Bogart, Giuletta Masina, Jean Seberg dmtaussi®

Here Venturini describes the intertextual natureCbfaref’'s work poetically as a mosaic. The
icons (references to them are found in Charef'md)l of this variegation originate from
Hollywood (Monroe, Bogart) or European art films gdna and Seberg—Charef alludesAto
bout de souffle Therefore, as Venturini sees it, Charef movegobd the identity politics

inherent in the worteur largely because of his allusions to the film higtof the global west. It

28 Fabrice VenturiniMehdi Charef: La conscience d’une génération b@aris : Séguier (2005) 16.
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is the references to the famous actor and actrabs¢sprove the director’'s knowledge and

adhere to a larger French public.

Sonia Lee similarly finds the cinema of Chanetegré because of its homage to the
French New Wave; she describdes Théas a contemporarganlieuereworking of Truffaut’s
400 cents coupsll me semble évident que Charef s’est inspiréfitta de Truffaut et qu'il a
trouvé dans le grand réalisateur de la Nouvelleugagon seulement un maitre a filmer mais,
une sensibilité proche & la sienne, qui lui a pemiei trouver place dans le cinéma francafs.”
In this way, Lee imagines that inspiration from ffaut and the New Wave is responsible for the
artistic success of Charef’s film, which as Venurimplies, extends beyond the immigrant

public parameters into a higher art because d¢frgach influences.

Although Roy Armes discusses Charef’s filhliss Mona (1989) in his bookPost-
colonial images: Studies in North African filihcan be little debated that the film, which siso
the difficulties of a recent Algerian immigrant wibefriends an aging drag queen in Paris, is
French and discusses minority groups in France elsag French immigration policy. While
Armes considers this film North African becausehaf director’s origins, he begins his article by
distinguishing between North African filmmakers whiew Europe as the Other, and defining a

newer group of cineastes:

On the other hand, there is the work of those fiakers, of North African origin
or born in Europe of Maghrebian parents, who opepabadly within the cultural

and production context of the immigrant in Europancg® the mid-1980s the

%7 3onia Lee, “Mehdi Charef et le cinéma de l'intdigna, " Contemporary French and Francophone Studie®,
(2004)190.
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perspective has changed, however, with new direetsuch as Abdelkrim
Bahloul, Rachid Bouchareb, and Mehdi Charef—comingm within the
immigrant community. Their first featuredMnt Tea(1984)Baton Roug€1985)
andTea at Achimede’s Harefd985) respectively —are key works of a new kind

of immigrant cinem&®®

By identifying these directors as French immigraimstead obeur, Armes is able to encompass
more than the French-Arab directors. However, bguging these three directors of North
African background and French citizenship, he gegsally givingbeurcinema a different title.
Yet even when categorizing Charef abear or immigrant director because of his heritage, or
his work asbeur because of its recurrent interest in Maghreb, wstmemember thdieuris a
French construct that describes French citize®itabf North African descent. If the term of
choice is immigrant cinema, then Charef is still immmigrant in France, making the film

ultimately a French film despite its more particidabset.

Nonetheless, | ternCartouches gauloisea Franco-Algerian production. A significant
percentage of the cast is Algerian and the filnesalace in Algeria, where over half of it was
filmed. This is the second film by Charef that viiimed in North Africa; in 2001, 16 years after

289

Le The Charef filmedLa Fille de Keltoumin Tunisia; " though the narrative is set in the

mountainous area of rural Algeria amongst the Bepe®eple. The unsettling images combined

288 Roy ArmesPost-colonial images: Studies in North African filloomington (2005): 125.
*9 Kabyl culture and mountainous landscapes featueelgminantly in the story of a young woman who was
adopted by a Swiss couple at birth and now searfdndeer biological mother in Algeria. To this emtela fille de

Keltoum inverts the immigrant experience Charef had preslip depicted (his own) by showing a European’s

attempts to integrate into Algerian culture, rattiem the reverse.
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with the controversy surrounding the Algerian Waake the nationality of Charef's second
feature more questionable. K.G. Productions haslymed all of Mehdi Charef's films and
continued this support witiCartouches gauloisesthe collaboration has existed since K.G.
founder Costa-Gavras read Charef’'s ndwelThé au harem d’Archimédand then approached
him to direct a film versioA® Subsequently, each of Charef's films has premiéneBrance,
criteria for theCésars the French academy awards (for whigh Théwon Meillure Premiére
Oeuvrg. Nevertheless, various groups finandedrtouches gauloisesncluding the Algerian
FDATIC (Fondation de I'Art et de I'iIndustrie Cinémographique), a government committee that
“awards subsidies in order to stimulate the filmoreamy”.?®* This source, though probably
minor, along with a current of Algerian nationalisthat pervades the film characterize

Cartouches gauloisess Franco-Algerian.

Cartouches gauloisefcuses on the observations of a 10-year-old Bdiy(Charef was
also 10 in 1962). Several French boys from schoelhas friends, and they frequently play
soccer together with neighboring teams of Arab 5838li's best friend is the French Nico.
Their games frequently intersect with surroundireyfare (shooting interrupts the boys picking

bamboo for their clubhouse roof, a neighborhootlagks for their help after fellaghas murder

*® Costa-Gavras and Michéle Gavras were particuladgfhl, Gavras filmed (1969)in Algeria and had

maintained connections with the Algerian governmg@hdditionally, K.G. Productions oversaw the filmgi of Mon
colonelearlier that year.)

*!viola Shafik,Arab Cinema, History and Cultural Identityew Revised EditioiGairo: American University in
Cairo Press (200732.

2 Interestingly, Ali's French friends are named, wettite Algerian boys that he plays with are not rigme

signifying their lesser importance to the narrative
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her parents in broad daylight, a French helicogitesws Ali’'s cousin’s body out to land in the
middle of the boys’ soccer match). Nico and Alieapphrases they have heard uttered by adults
and insult each other’s backgrounds in spite af thend. They secretly fear the inevitable; Nico
will be forced to live in France with his family.fier the departure of Nico’s family, Ali finds a
soccer ball in Nico’s abandoned house and reatizedoy left it for his friend as a memento.
The film ends with Ali smiling for the birth of irgbendent Algeria. Previously, when delivering
papers at the army base, Ali saw his father, wédamy torture and imprisoned. Ali and his
mother also witness the French military murderunmsle, in the family village. Thus our main
character, Ali, whose best friend is Nico, the neddass French boy, and who has befriended
many Europeans as a paperboy and basket-carridie anarket, must negotiate between his

attachments to pied-noirs, and his family who destpéy desire independence.

While the film starring many first-time actors hadoudget much smaller thawiichou
d’Auber, it did infinitely worse at the box office (30,8%ickets sold in the first two weeks).
While such an independent film dictates a smaliewership, the reaction of the press is also
part of the equation. Th€ahiers du cinémalid not review the film, and the other left press
publications were critical of Charef’s style, adives the pacing of violencekes Inrockuptibles
was an exception reviewing the film very favorabhs my dissertation suggests, though the
Algerian War is a popular subject in contemporamgnieh cinema, the public is less enthusiastic
than the filmmakers. In fact, after the financialldres of bothMon coloneland Cartouches
gauloises co-producer Mohamed Salem Brahimi told me he dméver again make a film

about the Algerian War, because “les Frangais néunépas le voir”.
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Although this is the first Charef film to addre$® tAlgerian War, several of his novels
are set in Algeria during the revolution. His nolzel Harki de Merienrecounts a non-political
harki’'s experience as an outsider during the warwall as anger towards his family in both
France and Algeria in the decades proceeding thmelw&haref's 2006 autobiographical novel,
A Bras, le Coeurthe narrator describes his childhood as a boy duttie revolution and his
family’s decision after the war to join his fath@orking in France. This literary exploration of
Algerian history and childhood memory prepared @hsy write and direct an autobiographical
film that shares many similar details with Bras, le coeurThe resulting film,Cartouches
gauloisesis a unique cinematic depiction of the Algerian Wdris the sole to depict a child
witness as the protagonist. Furthermore, the childess serves as a device to display both
Algerian and French losses. One finds a very simpitatrayal of the war ik bras, le Coeyrof

which Héléne Jacommard observes:

Notre hypothese est que Charef est I'un des rartesies a parvenir a s’éléver au-
dessus des lignes de fracture provoquées par Laesde I'Algérie, a prendre en
compte les souffrances de toutes les parties esepeé et, finalement, a suggérer

une forme de réconciliation entre la France etgéle contemporaines?

Although elements of the anxious new citizens’ araiism transpire into the film’s style, the
concern with the French characters and the equeésdime they are given balance the joyful

ending in independence with sympathy for the Fredeparting. In this way, Charef's work

* Héléne Jacommard, “ Eclats ou écarts de mémoiedgukrre d’'indépendance algérienne dans I'ceuvite éler

Mehdi Charef, "Nottingham French Studi&s.1 (2009): 94.
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maintains an Arab perspective, but reconciles\tlas/ by also revealing the distress caused by

the French exodus.

CHILDREN

Two years befor€artouches gauloise§haref directed a short film called “Tanza” for
All the Invisible Childrena feature produced for awareness by Unicef, ¢batprised seven
short films by various directorsmost notably Spike Lee and Emil Kustirica. Althougharef’s
cinematic oeuvre had already shown an interestdimesacents, his shoffanzastars even
younger actors. Tanza, the boy after whom the islmamed, fights in a civil war in an unnamed
country in Africa with machine guns and explosiv€haref's involvement in the project
cemented his interest in children as protagonests, as the subjects of warfare in particular.
While Tanzahad particular contemporary relevance to violeinc&hana the film also carried
personal significance for Mehdi Charef who spentfative years in revolutionary Algeria. This
interest in children overlapped with the filmmalsercinematic return to North Africa: as
mentioned in 2001 he filmeda Fille de Keltoumn Tunisia. Algeria was still dangerous during
this time period: civil warfare throughout the 98bled the decade the dark years, but the nation
was safer with a more secure government by 200&nally, Charef was able to address his

childhood memory of Algerian history by filming ims hometown, Oran, with child actors.

Like Michou d’Auber or any films for adults with child protagonist€artouches
gauloiseautilizes the child as a symbol of innocence, ahovad the viewers to reminiscence on
their own proper experience as a more vunerablegbdihe nostalgia is doubled when the film,
as the two | discuss in this chapter, involves &aceng historical setting that is less than

abstract for the middle-aged viewer—in its yearelease, many viewers in their 50s and 60s
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could recall news images of Algeria in the weekloteeand after the revolution. Yet despite the
inherent nostalgia of a film for adults starringldren, Cartouches gauloisediffers from what
Phil Powrie calls a wave of contemporary Frencidilwith a child protagonistd:a Ponette
(1996), Les Diables(2002), Etre et Avoir (2002), Les Choristeg2004). While Cartouches
gauloisesdoes, as Phil Powrie suggests, “look nostalgidadlgkwards at childhood,” the scenes
of Ali working in a market or as a paper boy derowHe’s sentence’s conclusion, that these
films depict childhood “as a moment of purity amdedom from the materialistié* Although

Ali seems carefree for moments at the clubhousk Wito or when playing soccer, we see the
financial burden of the household fall directly lnis tiny shoulders when he works at the market
and continues delivering papers to dangerous ar@éidides in a café bathroom seconds before
it is bombed by the FLN, delivers papers to thenEhemilitary at a base where he sees tortured
prisoners (including his own father), and seespbkce shoot a man at the market. In these
moments, the boy’s frame seems more skinny tham-s@nhanced by a oversized tank top with
large holes and short shorts (Image 1). It becastezs that Ali risks his safety to provide for his
single parent household.

Cartouches gauloisas even further from what Karen Lury assertdire Child in Film:
Tears, Fears and Fairytales. In one chapter, Lumngalgtizes films that she contextualizes as war
films for adults with child protagonists: Pan’s Lainth, Tin Drum, and Spirit of the Beehive
though she also includes Chris Markdrss JetéeHowever, the neo-realist edgghin by Charef
cannot be grouped with these fantastic featuragy Hoes not define the fairy tale genre before

writing :

*** Phil Powrie, “Unfamiliar Places: 'Heterospectiomi&Recent French Films on Children,”Screen: 4608(52):

343.

234



the films present us with a children’s story withén fairy tale framework,

apparently simplifying the narrative and reducirige theed for context or

explanation. Yet the seductive, nightmarish, faaie world (realised through the

images) complicates our response to the events.
While the films Lury chooses for the chapter camtextraordinary images that symbolize both
the imagination and the distorted memory of a cHilding wartimes, there are other war films
with child protagonists that instead attempt todesna memory—or a historical time period—
accurately Au Revoir les enfants, Empire of the FuB@artouches gauloisasore readily can be
placed in this subset that recalls neo-realism,eargy where children appear frequently,
specifically in the films of Vittorio de Sicatbambini ci guardanp Sciusciaand Ladri di
bicilette—and Roberto RossellirRomacitta aperta the Neapolitan Episode dtaisan and
Germania anno zeran Rossellini’'s war triology and isciusciaand Ladri di bicilette boys
struggle financially, physically labor to suppolneir families, and sometimes even steal. The
realist poverty-stricken urban war/post-war scenaimuch closer t€artouches gauloises

Charef directly references another feature abogioirarished boys, Luis Bufiuellsos

Olvidados(1950). When Ali stops by the movie theater, thenily projectionist lets him watch
his favorite feature at the booth. The selectiohds Olvidados(1950), a film that begins by
stating:

Almost every capital, like New York, Paris, Londbiges behind its wealth,

poverty-stricken homes where poorly-fed childresprdred of health or school,
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are doomed to criminality. Society tries to proviecure...The day will come
when children rights are respectét.

Although Ali and his pied-noir friends are only depd of school in the last weeks before
independence, and although the French military mle\Ali with a physician’s check-up, Ali is
certainly a poorly fecchild, which perhaps explains his interest in fit@. Furthermore, both
the chaotic society of Mexico City and the cruntplimfrastructure of Oran accept and promote
child labor (as stated Ali works, and in Los Olwilde children work for street musicians and at
carnival rides). In the scene that Ali watches, abandoned boy begins working for a blind
street musician for room and board and then betigea local girl by giving her a tooth for good
luck. Ali recites Spanish dialogue from memoryhesdditing alternates between shots of Ali and
the Bufuel film.

This scene of Los Olvidados stands out as oneeofmire hopeful in a generally grim
film (during the plot one boy kills several otherShe scene in which an abandoned boy finds a
new home (before the arrangement becomes abusinep gretty female friend suggests the
possibility of good luck as a way of controllingsfortune. In this way, the editing, alongside
Ali’'s smile and enthusiastic recitation, transfaetoptimism of the sequence from Los Olvidados
on to Cartouches gauloises. However, for those kiaw the conclusion of Los Olvidados and
for others knowledgable in Algerian history, spieally the massacre in Oran directly
proceeding Algerian independence, this optimismiosmed. We assume that Ali also has seen
the Buiiel picture in its entirety, and realizes kiag@piness on screen is ill-fated, just as he knows

that violence is occurring exterior to the calm dtex. Yet in this moment, cinema and a

295

AlthoughLos Olvidadosn Spaniskand premiered in Mexico, these English subtitles appeahe Films Sans

Frontieres Edition.
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specifically cheerful scene dually distract bothi)(And the viewer (the public) from the pain
central to both pictures concerning children infidiilt circumstances. This is the only scene we
see Ali watch, and perhaps he only watches thisesediis memorization proves he has watched
the scene repeatedly. Ali, aware of the larger’lmacabre tone and darker statement about
humanity, chooses to take refuge in this positigenemt.

In 1950 when Bufiel made Los Olivados, the Spanigiatdr was well acquainted with
neorealism and its popularity. In this feature abduwoy thieves, Bufiel both pays tribute to
neorealism—the prologue also states that the storyeal™—and severely transgresses it by
adding surrealist gestures. Like Buiel, Charef'gkvdemonstrates a debt to post-war Italian
film: Many non-actors, including children, depittet social reality of war-torn Algeria, and he
films primarily outdoors. Although Charef does aogment neorealism with surrealism as does
Buiiel, his feature is historical and in Africa, yatifferent from the neorealists commentary on
what was the very recent history of Europe.

The child witness: Neorealism

Terming Cartouches gauloiseas neorealist elucidates Ali’s role in the filmotB
Michou of Michou d’Auberand Ali of Cartouches gauloiseare unable to change the course of
events; they are children with very little agengyi: can neither fight as a soldier nor stop war
and Michou cannot decide where he lives. But degpié characters’ lack of agency and near
identical ages (9-10 years), the two differ dracadly, as do their respective films. Michou
d’Auber, adults remedy Michou’s impotence and antthe child for his betterment; Michou
does not pick out his clothes or bleach his hagr féster mother does this for him. Furthermore,
the foster parents take Michou to school, to chuactd become responsible for his integration

and Frenchness. Ali, on the otherhand, is indepgndéough he has a mother, she remains
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domestic, appearing only once outside of the hork her family in a neighboring village.
Though one time Ali proves his need to be nurtimngthying his head on his mother’s lap as she
tells a story, he enters and leaves their home gddases. Nevertheless, while Ali is the family’s
breadwinner and delivers papers, his work dods fittaffect the headlinés®

Although adults do not act on or for Ali, his freed does not provide him with agency.
Instead, it does allow him to witness the actiohadults and their impact. When Gilles Deleuze
describes the protagonist’s lack of agencyLilmage temps(as discussed in my analysis of
Caché Chapter 1), he addresses the child witness afeaést films: “The role of the child in
neo-realism has been pointed out, notably in Da §@aad later in France with Truffaut); this is
because, in the adult world, the child is affedigda certain motor, helplessness, but one which
makes him all the more capable of seeing and hp4fihAs Cartouches Galoisesesembles
neorealism in its subject and setting (a war-tatvan area), the child protagoniskislplessness
—inability to affect his surrounding environment-salmakes him an ideal viewpoint for the
audience. Most sequences begin by a centeringdAubsequent shot will then show his point
of view. In this way, the film remains entirely froAli’s perspective—he is in every scene.

Additionally, in many shots Ali peers through wina® and doors, further mirroring the

public looking through the square screen. Theswiiees are numerous, but the most notable

% One scene iCartouches Gauloisaguestions Ali's lack of agency. At the market, firench military check all

Arab men for arms. Ali watches as the captain yallhe lieutenants while Ali stands still and viegts with wide
eyes. When Ali sees an Arab man secretly holdisgnall hand gun he does nothing. However, when e points
the revolver out towards a soldier, Ali grabs tiia'g front and pushes it downwards. In this ins¢amdi may have
affected the general outcome with his physical sstgn.

*"Deleuze, 3.
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occurrences are when: Ali looks through a windovgde a French soldier threatening to rape a
young girl; through an opening in a town wall Ades a woman shot for hiding FLN members;
in the doorway of a jail cell at the French militdsase Ali sees his father and another FLN
prisoner exhausted with bloody faces. Later, | @étail how he looks through a window at a
murderedcolon family. These window openings allow Ali to see, bmith an element of
separation (the wall). He views these horrific dgemut as a child witness, does not have a
participatory role. Furthermore, Ali's lack of spée like many other Charef charactéfsallots

him this position of witnessing rather than actintipe-boy talks rarely while pied-noir characters
confess their fears about the future of Algeria'sAdisinterest in a speaking becomes a character
trait, and explicates his fascination with cinemvagre he is but a passive spectator. In the midst
of the film’s various characters and abundant vio&e Ali remains the viewer's reference point,
as he mirrors the public—we are both silent specdatf the Algerian War.

Ali's employment further facilitates this role astmess. Through the eyes of an Arab
paper and grocery boy, the audience accessesotgrusually forbidden to Arab men and
women: the French military base containing tortusedpects, a French café bombed in our
presence, a bordello where French and Algeriantiprtes consort with French soldiers, the
train station where pied-noirs flee and the statitanager confesses his fears, the homes of an
elderly pied-noir couple refusing to leave theimedand. In these scenes, we sympathize with
the French characters who do not like being formatd(the couple, the station manager), and in

others we become angry at the French presence (wbesee the French military torture and

2% Majid of Le Thé au harem d’Archiméaad Rallia of_a Fille de Keltourralso observe much more than they
engage in conversation.
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kill). The variety of events we witness through’akvandering profession represent the range of
violence and sorrow within the French community.

Ali’'s more playful travels with Nico in search obecer games also support the French.
As Nico is also a child, we are instantly awarehef ignorance and innocence made more
apparent in the boys’ dialogues of blame and caoofusNico frequently condemns Ali’s father,
who is rumored to be a terrorist, while Ali dentbe allegation saying his father works in France.
Later Ali tells Nico that when he leaves from Frarids house will be inhabited by goats. These
debates with Nico that usually end with the boyasiig each other, are the only scenes in which
Ali seems verbal. Once, when Nico tells Ali thath# goes to France he will walk on a sky-
scraper (it is clear neither boy knows what thedvoreans), Ali says “Tu ne partiras jamais
n'est-ce pas?”’ Nico says “Non.” Both boys are igmbrof the extremity of war and the reality
that will tear their friendship apart—for safetycdis family will be forced to leave Algeria.

Ali is with Nico when they witness the bloody afteath of afellaghaattack on a French
household. When the boys are cutting bamboo to rmakef for their clubhouse, Julie (Aurore
Labrugeére), who knows Nico, approaches the boyhémude—evidentlyfellaghasbroke into
her home while she was showering (Image 2). Nigegher his shirt—he has on two—and the
boys gallantly chaperone her home, watching closelgee if the guerillas have left. From a
second story window in the home, the camera takedoys’ perspective to reveal four adults
bludgeoned on the red cushions of white lawn fureitin a backyard terrace (Image 3). The
murdered family’s status is clear in the luxuridusme and clarifies the FLN revenge: the
colons’ blood is on their white furniture. Howevdulie’s nudity alluded to but covered by the
greenery of the bamboo, demonstrates the meanmgiesWestern possessions after the

bloodshed, and symbolizes the child’s wholesom#otieature. Here the child’s youth affects the
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audience and the violence she survives induces aymwpfor blameless French children
orphaned by the revolution.
“‘Bambino”

At the end of the shot of the murder, the camengets to a record player that finishes a
45” of “Bambino” before stopping. In a close-upe thlayer begins “Bambino” again (Image 4).
The player’s arm stopping, lifting, and then begngnagain, reminds us that Julie’s family were
surprised by théellaghasand unknowlingly chose this joyful tune for thesgath. The children
resemble the record player, their helplessnessadictg what Deleuze would term their motor,
rendering their ability to see and hear more adute= the arm pausing on the left side before
playing again, the sequence at Julie’s home reptesepause—there is a very little action, and
no dialogue. The children also resemble the reptager in their repetitiveness, as the arm lifts
and places its needle on the vinyl again, the oldvill similarly continue to play. In fact,
directly after this sequence, the editing cuts tcoNand Ali shouting energetically, as they kick
the soccer ball, the boy’s favorite game seenverse other sequences.

The version of “Bambino” spinning, sung by the Aige musician Lili Boniche,
augments the irony; theolonsare entertained in Arabic, a language dismissegoiernment
and education after colonization, while Arabs murthem?*° Although Boniche’s recording is
in Arabic, the song is an Italian composition madey popular in by Claudio Villa (1956) and
then in French by Dalida (1956), and in EnglishO®an Martin (1957). The rhythm of the song
does not differ from these versions, and so althotig beat could be interpreted as North

African this is merely incidental. Lili Boniche, kwn as the “Jewish crooner of the casbah,” was

299 Although Lili Boniche sang in Arabic, as a Jew,was less problematic than an Arab performertferfrench

public.
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well-versed in Arab-Andalousan music, but specaim combining Western and North African
styles, making “modern Algerian” musi® In this way, the sung Arabic serves to slightly
exoticize the minor chords of the “Bambino” choeusl almost Latin beat, but does not threaten
the Western song structure or instrumentaffdrLike the wineries of colonial Algeria, the
grapes are regional and the workers are mostlgamtius, but the product is made for French
taste and consumption. Essentially, for the Frdisténer, this is a Arabic cover of a Dalida hit
that was always slightly exotic, considering thanbshell's well-known Egyptian and Italian
heritage (in 1954 Dalida was Miss Egypt).

“Bambino” (repeated in the song’s chorus) meankighiltalian and draws our attention
to the boys’ youth. While the lyrics explain thatildren cannot “handle love’® the lyrics
paired with this disturbing image suggest thas #varfare rather than love that the children lack
the faculties to comprehend. The lyrics apply torAbre specifically. Like thé@ambinoplaying
the mandolin, Ali as a paper and grocery delivavy blso “wanders the streets.”Ali is the only
one of the children who will understand the song'gs, as he is the only Arabic speaker. In this
respect, the song seems destined to play for hithisnotherwise silent moment. While record
players are still used in the 2tentury, now they are more common to DJs thanlfahumes,

and thus the machine represents a past era. Howelvige both the song and the machine evoke

39 iliane Provost and Isabelle de Courtilléss Racines de musique noiRaris : Harmattan (2008): 307.
%1 | atin rhythms were very stylish in this time peridd La Battaglia d’Algeri, a bomb explodes across the street
from the Milk Bar while the Belgian Latin band Claaha’s “Rebekka” plays. After observing the shatierafe,

the public begin to dance again to the song plagariy behind the image of destruction. Then,Ntik Bar also
explodes. Althougha Battaglia d’Algerilacks the current of nostalgia presenCiartouches Gauloiseshe effect

of happy, ethnic, music against the images of @ s similar.

%% Translation of the Si Bonishe’s lyrics by Georgerbtu
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nostalgia, the murder of Julie’s family, a violeadt of decolonization, problematizes the past
revisited.

The French version of the same song embraces adegdicated return to the past in the
opening credit sequence bfichou d’Auber Each credit is partnered with a vintage black and
white photo taken directly from the true story thia film was based on; these photos are from
the collection of the screenwriter Messaoud Hatocone time foster mother, Gisele Duvali.
Uniformed French military, most notably the trueo@ges Duvali, pose with elephants and
monuments in Indochina and Morrocco, where the atiag explains he served as colonel
(Michou d’Auberimages 10 and 11). Although several photos withitdd and his presumed
family do not suggest a geographical location,rttagority of photos glorify the last years of the
French Empire with geographic and cultural signsfieThese images are not complicated by
ingenious people or warfare. “Bambino,” sung byi@akgainst the photo sequence, reminds the
audience that the upcoming featusichou d’Auber is about a child, but more importantly the
song heightens the photos’ historical quality—tlewer correctly associates the melody with
the film’s time setting. In this way the catchy ¢uand the smiling faces in the photos coalesce to
portray the French presence abroad as a touratidyf adventure. This cultural understanding
of “Bambino” becomes ironic i€artouches gauloisesy pairing the European song in Arabic
with the image of corpse€§® In both films, the song evokes the specific timeiqd of its

popularity while the lyrics modify an indigenousyb6Bambino” causes the viewer in both films

3% Linda Hutcheon argues that postmodern works oftestions nostalgia with irony. Hutcheon, Lindaotiy,

Nostalgia, and the PostmoderiMeéthods for the Study of Literature as Cultural Meyn Vol.6 of the Proceedings
of the XVth Congress of the International Compartiiterature Association “Literature as Cultural il Leiden
16-22 August 1997.
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to recall the popular trends of the late 50s amty &®s, butCartouches gauloisesabotages any
idealization of the époque by further contextualizthe song with the bloodshed of the Algerian
War.

Sympathy for Arabs

Ali is an exceptional Arab of French-Algeria: Hecglizes with French boys, attends a
French school, and daily interacts with French pedprough work. Nonetheless, the script
emphasizes his Arab ethnicity. This difference vaohim to witness not only violence
committed towards the French but also violence cadtadchby the French military towards Arabs,
as well as to participate in Islamic cultural ttamis3** While Ali has relationships with French
people, other than Nico, these relationships haan€ial exchange as their basis. On the other
hand, the Arabs Ali’'s knows represent his exterfdedly.

We first meet Ali's uncle, when he finds Ali in tlstreet delivering groceries. He then
steals the boy’s money for the FLN. Although theti@an does not win our approval, after a
French soldier shoots the uncle we consider théhdegust and sympathize with his family for
their loss. The murder sequence occurs outsideeofrtain city and in the village where Ali’s
numerous family members dwell. Ali's mom, Aicha (& Said), and Ali run towards the
commotion of the small walled community. The miitditerally drag Arab men from their
shacks and force them into a large truck (not enthhe military vehicle that drives off with the
harki suspects at the endldd Trahisor). Simultaneously, women, children, and elderly rogn
in Arabic for the suspects to be released. Atdasoldier attempts to walk Ali's uncle into the

truck, struggling to keep him captive by holding hiands behind his back. However, the uncle

3% Ali refers to his circumcision in the film, a ritleelebration at the onset of adolescence in Muslifture.
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manages to break free and runs a few steps befsoédeer shoots him in the back. The uncle
then falls with his back to the camera, his armstaiied outright before collapsing (Image 5).

While the military’s murder of Ali's uncle appearsbe a warning to other prisoners, we
know of his involvement with the FLN, which couldean he is responsible for murders as
gruesome as that of Julie’s family. Yet the solaieoosing to shoot the back of the body from
this angle (shooting from behind associated wittpigse and deceit) and the camera’s similar
viewpoint of the instantaneous death, portray thktary’s actions as cruel and unjustified.
Furthermore, the victim's arms stretched horizdntadignify surrender enhancing his
defenselessness—often this gesture signifies a lafckarms.*® This posture connotes
cruxification which is how the bystanders view @ Heath—Aicha yells in Arabic “un martyr!”
after he falls.

The village inhabitants begging for the captivedbéoset free cause more affect in the
scene. As the Arabs shout for independence, Frsolchers shove them back, corralling them
away from the truck holding the suspects (Image&eéyeral shots show Aicha, next to her father,
and in one shot we see Ali pushing against theiexsldirying desperately to break through their
arms, while yelling for independence. Ali's preseserves to remind the viewer of their point of
reference in the chaotic scene, and of the ap@tpemotion, anger. Directly after the uncle
falls to the earth, the camera reveals Aicha’sti@acher shock and grief increase our disgust at
the military behavior (Image 7).

The soldiers then drag the corpse into the vehidte the other living prisoners while

Aicha continues to scream, begging for her broghleody. As the truck pulls away, Aicha and

3% Mehdi Charef describes a similar situatioribras, le cceurThe protagonist’s uncle is shot holding his arms

out, indicating that he is killed even though hads$ bearing arms.
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Ali run into the street, chasing the truck whiléliygy and sobbing in Arabic. A camera placed in
the truck takes the French captain’s viewpoint,se&e his arm and back in the left of the frame,
while the frustrated mother and son yell and racevdrds him with venom (Image 9). Arabic
music featuring an emotive female vocalist accormgsmathe shot of Ali and Aicha running in
rage. The non-diegetic North African music heigbtéime scene’s emotion and nationalism by
culturally relating to the pro-Independence family.

The crowd forced to the sidelines by the occupymilitary, as well as Aicha’s emotional
run after the truck holding a loved one, invokeare fromRoma: citta aperturg1945) the first
of Rossellini’'s war series (Images 8 and 10). Roma after Pina’s fiancé, Manfriedo, a
Resistance fighter, is taken captive by the Naa farced into a truck, Pina breaks from the
crowd and runs after the vehicle (Image 9). Shbes suddenly shot and killed, while the truck
continues moving forward. In botRartouches gauloiseand Roma the foreign military
oppresses the indigenous proletariat and capturkidioa man fighting for the occupied nation.
The woman running after the vehicle bravely relsdsinst tyranny, representing a national
maternal force.

Marcus Millicent explains that “the topos of thenf@le body politic, which makes of
female characters personification allegories fer¢burse of the nation, goes at least as far back
as Dante’s anguished lameft®He then argues that Pina, who is both a motherpaegnant

when shot, represents a national mother in Italidture; Anna Magnana playing Pina starred as

3% Marcus Millicent, “Pina’s Pregnancy, Traumatic Rea, and the After-Life oDpen City” Italica 85.4 (2008):
428. Muriel ofMuriel ou un temps d’un retoursn also be read as a representation of Algetladkinetaphorically

by France.
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a mother in later Italian films, and the scene dbed appeared on a stamp. While Aicha does
not carry such significance in Algeria, she dogzasent the national mother @artouches
gauloises Not only is she our protagonist’'s mother, shenters the French presence with
Algerian customs; she follows Islamic prayer andamgea veil, she first shows Ali the new
nation’s flag, and grieves most righteously thetlded her brother, who fights for Independence.
However, unlikeRomas Pina, Aicha does not die, but lives to celebtatkependence with joy.
Pina’s son Marcello also fights against Nazis, amt to his mother hysterically when she falls
from the shot, proving his solidarity (the boy emn removed kicking and screaming while a
priest kneels with Pina’s corpse invoking the Bield Cartouches gauloised\li also supports
his mother as partner in rebellion, and continuesing after the truck for several seconds after
Aicha has already stopped from exhaustion. Thighésonly point in the film in which Al
appears to be more than a shocked or interestedlamrl Although his agency limits his actions
and its effects, here anger compels him to expresand movement in conjunction with his
mother.

By placing the French soldiers in the same posiéieithe Nazis dRomg and the Arabs
in the same roles as the Resistance fighters ittahan film, Charef makes a similar analogy of
cruelty, evil, and righteousness. The intertexteférence tdRoma: cittd apertureand the soft
traditional Arab music enhance the nationalismhef tonfrontatiori°’ The scene demonstrates
the atrocity of warfare and depicts the loss of L&NFAnember as a dramatic family death.

Although the film also shows the loss of a Frenammify to guerilla murder, and enhances our

* The composer Armand Amar created several motifabAinted music enhances scenes when Al is alone o

with his family, scenes in which he plays with Fekiboys have a more Western piano melody with epedul
undertone—in many of several of these scenes Frga@nts take their sons to leave for France.
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sympathy for the pied-noirs with confused child relegers, the film emphasizes the emotion of
the Arab family. By watching the French militaryllan Arab—we only see the aftermath of the
murder of the French—and by identifying with thenfly of the deceased and their larger
agenda for Independence, the film shifts towardgeAdn nationalism. This deviation is
undeniable at the ending of the film; independence celebration with music and games rather
than a defeat. Although short sequences imply da@ &nd possible casualties twdrkis and
Algerian prostitutes after Independence, the nagatoes not dwell on these minorities. Instead,
the many times macabre film ends in a celebrafiod, with the imminent return of Ali’'s father.
Any discussion of the massacre of Oran would dgstre film's structure, which ends
optimistically with Algerian Independence.

Traumatic Realism

While the film reveals the pain and sorrow of Ftersettlers and pied-noir citizens, we
view the French loss from the Arab child’s perspecand it is his quotidian life during the
revolution that the film illustrates. The violendé& witnesses, simultaneously extraordinary and
banal, was difficult for the even the left Frencltegs, normally positive concerning Mehdi
Charef, to interpret: Renault Gilles bfbération writes, ‘t'est tout un monde qui s'effondre
autour de lui.. A ce rythme, chaque situation pese des tafivelsile Thomas Soutinel ihe
Mondedescribes the film as a “succession de drameshetrdurs.?°® This constant violence

that Gilles and Soutinel feel ruins the paci@artouches gauloisesadheres to Michael

308

Renault Gilles, Cartouches Gauloiseir mal ajusté,” Libération, Aug. 8, 2008, Feb.17, 2011,

<http://www.liberation.fr/culture/0101108653-carttes-gauloises-tir-mal-ajuste

Thomas Soutinel,Catrouches GauloisésLe mondeJul.7, 2007, Feb. 17, 2011,

<http://abonnes.lemonde.fr/cinema/article/2007/08/@Touches-gauloises 942600 3476.html#ens id=73409
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Rothberg’s term traumatic realism, coined to désca type of Holocaust literature. Rothberg
explains:
By focusing attention on the intersection of theryday and the extreme in the
experience and writing of Holocaust survivors, tnatic realism provides an
aesthetic and cognitive solution to the conflictimemands inherent in
representing and understanding genocide. Traumeéilism mediates between
the realist and antirealist positions in Holocatatlies and marks the necessity of
considering how ordinary and extraordinary aspeftgenocide intersect and
coexist>®
The realist and antirealist positions in Holocassudies to which Rothberg refers are
respectively the views that the Holocaust can loetstood as deriving from an aspect of human
nature (Hannah Arendt “evil is banal”), and thasit calamity that can only comprehended if it
is experienced (as in the writing of Elie Wies€lartouches gauloisagpresents the ordinary in
the repetitive settings of Ali's work and play lif8everal times we see Ali work at the market
and make his paper runs and in this way we leargémneral layout of the town. Therefore, the
bomb explosion at the café, the shooting by then¢hramilitary at the market, the torn down
bordello, the tortured prisoners at the army base,all extraordinary moments but within the

usual. In this way, the density of violence estdi#s murder as part of Oran’s general landscape,

and thus an aspect of Ali's everyday experienceark and play there.

%% Michael RothbergTraumatic Realism the demands of Holocaust Reptaien Minneapolis: University of

Minnesota Press (2000): 9.
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Rothberg finds traumatic realism narrativizes thisuma and finds “new forms of
‘documentary’ and ‘referential’ discourse out oftlvery traumatic void*°As implied when
discussing the influence of neorealism @artouches gauloiseslocumentary elements abound
in the film—the exacting geographical location, #teention to historic details in the mise-en-
scéne, and the revolution, which actually occurfidtese documentary tendencies in traumatic
realism serve a pedagogical purpose, attemptirgyugjir narrative to teach what is unknowable,
bridging the divide between realist and anti-réakim augments this teaching goal; by visually
simulating warfare, traumatic realist films attertpgive the viewer a sensory experience of war.

As in Michael Rothberg's discussion of Ruth KlugeS8till Alive, in which Kluger
recounts her everyday experience as a youth depame in concentration camps, Charef
utilizes the child witness to communicate traumagialism. This enhances the pedagogical aim
of the text by looking through the child’s eyes {earn alongside the young protagonist. As
already discussed, Ali's work and child statuslfete his vision of loss and regret on both sides
of the war that thereby negotiates the damage.absamed innocence of the child softens his
cultural identity—he is more of a child than an Brand his bilingual abilities indicate a half-
Frenchness. Therefore, althou@artouches gauloiseends with a generally pro-revolution
sentiment, the child’s point of view in a traumatiealist work reconciles the Algerian
nationalism with France. As the film’'s funding ati@ director’s bi-nationality suggest, the film
celebrates the victory of Independence, but reaagnthe losses of both nations. In this way,
Cartouches gauloisesxtends themes found ira Battaglia di Algerianother film closely tied to
neorealism. Although we see both the FLN and trenéhr military exert calculated violence

against one another, we conclude with a celebratiemew nation.

%19 Rothberg, 96.
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Conclusion

The child device in the Algerian-war film signifiesnew cultural understanding of the
époque, an understanding built largely by doubliogtalgia. It also represents the passage of
time. Films concerning the Algerian War in the 19#Ghe most prolific Algerian-War film
period before 2005—focus on the experiences otamyliAvoir vingt ans dans les Aures, R.A.S.
as many were made by men who served during the Mare recent films about the war
necessitate flashbacks and children to evoke taelerthis way, the child-Algerian-war film
demonstrates the thought process required of mbngnékers and audience members to discuss
the war, remembering their childhood, sometimed whock. (A film | plan to address in the
future isUn balconsur la mer(Nicole Garcia, 2010), which lik€achérelies on children in
flashbacks to present the war period.) Furthermaffect caused by the tender child protagonist
facilitates such a dialogue: The youth is blamelasd primarily a child, rather than the Other.

Both films conclude with the return of the fathirwoking the use of the latin ropater
in words likepatri andpatriot, it is theperesof these films that overtly symbolize their nation
The beating and imprisonment of Ali’s father regrgsthe sacrifice and resilience of indigenous
Algerians fighting for independence, while the tf@hers ofMichou d’Auber the biological
who wishes to return with his sons to thled after independence, and the adopted father, who
fought in the military against decolonization, alsgpresent their proper countries. In fact,
Michous conclusion hinges on the child’'s decision betwdbe two fathers, ultimately
indicating his choice between Algeria and Francéil®/the men force his departure with his
biological family, the film ends with Georges andchbu reunited. Georges drives to Paris,
picks up Michou and they go to the sea, playingh@lthe beach together. By ending the film

here, Gilou proves despite biological ties to Algeand the Kabyl people, Michouisatrie is
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France—this is solidified in the closing intert#l¢hat tell us that “Messaoud vit aujourd’hui a
Paris.”

Contrary to Gérard Depardieu, who as the Frendtefabkes the majority of screen time
in Michou d’Auber we seldom see Ali’s father @artouches gauloiseslowever, the father’s
departure and imminent return frame the film, desti@ting his importance to Ali's story.
Furthermore, the boys’ arguments concerning Alashér's involvement with the FLN add
intrigue to the unnamed, dialogue-free, charadtethis way, Ali's father's absence exerts over
the narrative a force equal to Michou’s omnipredester father. Ali’'s happiness for Algerian
Independence is largely due to his father's homeéwegmn anticipation, Ali does not mourn the
departure of his French friends. In the concludseguence, an Algerian flag waves near the
football goal while Ali plays. When Ali hears a @rd rejoicing, he turns toward the sound and
yells, “Papa!” in Arabic before running towards th@und. This ending is the most nationalistic
sequence in the film, as the word papa in Arabig,here signifies both father and country.
Therefore, patriotic conclusions embody the film's larger nationalist ssege implied
throughoutMichouthough restrained in most Gartouchedy empathy for French characters.

While the father is an obvious symbol of natione thoy symbolizes reconciliation
between cultures and countries. The films lessenQkther’'s difference; Michou assimilates
through appearance, religion, and language, angdssesses half-French traits in bilingualism,
friendships, and past-times—French boys and Arals both appear equally obsessed by soccer.
Like the Mediterranean Sea, the boys in their @htumocence posit the audience between
Algeria and France. Yet finally, these reunions {mminent reunions) empower the boys’

nationality and mute questions of disloyalty. Inttbastances, the ending brings the nationalist
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ideology developing within the text to its logiaanclusion, reaffirming the boy’s bond to the

nation, be it an adopted or an emerging one.
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Conclusion.

In 2005, the memory of the Algerian war still impadt French politics. In fact, attempts
to reshape collective memory, such as Article thef2005 law, which asked teachers to impart
a more favorable view of the French presence irttNAfrica, as well as the law’s surrounding
controversy, only demonstrate how powerful the syihab Algeria remained in France, 43 years
after winning the war’s conclusion. The six filmsade between 2005-2007 discussed in this
dissertation represent a specific, historical manasnthey are defined by a need to reinvestigate
and reinterpret the Algerian-war era. In this widg films contribute to a larger national current,
attempting to understand and reconfigure the oeosared past. Yet while the films discussed
confront the history of the Algerian-war era fougcddes later, they also negotiate shameful
details, exposing the political present’'s tenucelationship to the end dfAlgérie francaise
Further evoking contemporary France’s mixed ematiover the loss of Algeria, the public met
these often times ambivalent narratives set duthey Algerian-war era with disdain and
indifference. InCaché the most critically successful of the above nwred films, repercussions
of the war (or specifically the Paris massacre) aiema hidden hypothetical, question. Yet
despiteCachés international success, it did poorly in Franselling but 422, 206 tickets in its
first month (nevertheless this box office figurehigher than all of the other films discussed in

this dissertation, excludingichou).>** In factMichou d’Auberwhose French public was double

*! Interestingly, Michael Haneke’s next filldas weiRe Band - Eine deutsche Kindergeschigt@89),which took

place in a small town in Germany before World Wsaid more than 100,000 tickets th@achéduring its first
month in Francel.a Pianiste(2001) starring Isabelle Huppert and set in copianary Switzerland, sold roughly
200,000 more tickets thaBachéduring its first month.
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Cachés, failed financially, despite centering on theryweurrent subject of integratioft?
Although seven fiction films concerning the Algeriavar premiered within a concise three-year
period (2005-2007), matching the Algerian-war batifilm production of the 70s, the post-68
decade’s reception of the films indicates a muetdapublic interest, perhaps incited by an anti-
censorship sentiment® Thirty some vyears later, the early twenty-firstntcey appears
disinterested in correcting media and governmetriapal: if the films attempt to expose the
atrocities committed during Algerian-war to the peibthe box office figures show little
response. This imbalance between the relativelyr mgmber of early twenty-first century
productions about the Algerian war and extremely lmimber of attendees indicates France’s

continued indifference to a discussion of the eigdr war and its surrounding violence.

However, the French public’s disinterest is an eahite films’ resounding ambivalence,
for the same uncertainty prevails in the fictidmB’ narratives, namely in the manner that they
negotiate French military torture with nationalisiiter its third re-release in 2004,new public
awareness ofLa Battaglia di Algeri demanded a (re) presentation of torture, though
contemporary culture also required mitigatiob’'ennemi intime uses camera angles to
demonstrate the inebriated state of the torturmed, taen frames his act of torturing an Arab to

death, with two other scenes in which he liber#testorture victim. In this way, the torture in

12 Although Gérard Depardieu and Nathalie Baye hdiyhtl/ higher box-office draw the yeafichou d’Auber
was released, the starring coupleCaiché,Daniel Auteil and Juliette Binoche are among thestpmpular French

actors.

3 patricia Caillé, “The Illegitimate Legitimacy dhe Battle of Algiertn French Film Culture,Interventions9.3

(2007): 371-388.
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which he participates appears as a drunken anoawalfary to his humanitarian values. The
protagonist ofMon colonelalsotortures, but finds his actions so distasteful tina&t audience
empathizes with him. Although the film vilifies tleelonel who orders these acts, Guy Rossi, the
young soldier, balances the depiction of the Frandhary as a sympathetic protagonist. Guy,
anti-torture, represents the ethics of today’s Eeasymbolized by the modern military detective,
Lt. Galois, who reads his letters with compassaithough Mon colonelcritiques the military’s
behavior in Algeria during the war, the film remsihighly patriotic, promoting the current
military as well as invoking a Resistance vetefdayed by Charles Aznavour, as the arbiter of
justice, who kills the maligned colonel. In this ywaoth L’'Ennemi intimeand Mon colonel
present the military as a conflicted, but compassi® young man, who originally seeks to help
the indigenous people, and who only falls to thetlle of torture through the less benign

influences of alcohol and peer/superior pressure.

The recent films set in the Algerian war that ignba Battaglids examplelLa Trahison
and Cartouches gauloiseaitilize Muriel as their model instead, playing with the viewer’'s
expectations. In this way the lack of torture beesnas profound as any images that might
portray it. Both filmed in Algeria, they are theatt apologetic of the 2005-2007 grouping,
ending with Algerian nationalism rather than FrenichLa TrahisonTaieb closes the film by
shouting “Vive I'Algérie” in French and ArabicCartouches gauloisesnds with the boy Ali,
running from an Algerian flag to his father in ttistance, who also reads as a metaphor for the
new nation. Yet, both films spend equal time witlhgekian and French characters, and
demonstrate the conflicted emotions of the Frenchcerning the revolutionLa Trahison

depicts a French troop withkearki faction, andCartouches gauloisegn Arab paper boy with
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French friends. Therefore, both negotiate givingatgcreen time to French and Arab characters,

portraying strong interracial relationships betwé#&m that the tension of war destroys.

Despite an Algerian-war era setting, the politidahate of the early twenty-first century
extends into each of these features. Perhaps ghmsost obvious irMichou d’Auberwhich
mirrors the emphasis placed on immigrant integnatituring the presidential campaign of
Nicholas Sarkozy. The racially parallel suffering Cartouches gauloisegvokes Sarkozy’s
speech concerning the equality of losses of baéimég and Algeria during the war. However in
the larger scope, films concerning the conflicthe new century suggest that the racial bias of
the war epoch, and the struggle between loyaltlyremce and Algeria relates to contemporary
France.Cachéillustrates this by intertwining flashbacks, videasd the diegetic present; there
are consequences for the Paris massacre, lardatgddo guilt. The flashbacks in this film, as

well as inMon colonelevoke a post-trauma of the Algerian war in conterap/ France.

Hors-la-loi

Yet, while we find post-trauma and negotiationsnafionalism and torture in these six
features dating from 2005-2007, the militant, &rnch tone ofHors-la-loi (2010)
demonstrates a shift in French cinema’s approadfechistory of the Algerian war. In fact,
Rachid Bouchareb’s 2010 film builds on the negaireg and transgressions found in the 2005-
2007 period, creating the most direct work of thhenEh films concerning the Algerian war.
Furthermore, the film’s reception at Cannes filmstifeal in 2010 demonstrates how the cinematic
portrayal of the conflict continues to cause tensamd division.Thus, to better situate this
cinematic discourse, to conclude | will contrast #005-2007 features with this notorious 2010

feature.
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At the Cannes film festival, a group comprised édygpf veteransharkis, andpied-noirs
protestedHors-la-loi's screening. They were particularly opposed toRrench funding oHors-
la-loi and to a scene of the pre-war massacre in Sétithiey claimed did not depict the reality
of the Arab execution of Europeans. Some demowossratven wore tee-shirts declaring the
film’s historical mistakes in cinematic term%;lors-la-loi a Cannes : les cris des pieds-noirs
coupés au montagé™ David Lisnard, assistant to the Mayor, and in chadj the city's
festivals, appeared conflicted between his dutesrés festival promoter and politiciahLe
Festival doit conserver sa liberté d'expressionishlan'est pas bon d'offenser la mémoire de
certains ! $° After the film ended, several hundred protestaitied at thehotel de villeto

honor French victims of the Algerian war.

Hors-la-loi follows three Algerian brothers, from their chitid when French officials
confiscate their family property, through their fmling role in the FLN, concluding with the
Paris Massacre in which one brother dies. Thoublg dudget film about the FLN might seem
difficult to market in Sarkozy’s France, the enouacsuccess of Bouchareltsdigenesfour
years earlier deceptively indicated the French ipigblinterest in the plight of Algerians.
Indigenesportrays an Algerian unit fighting valiantly agatirdazis despite racist mistreatment

by the French military. The film swept the César2006, winning a total of 9 awards including

314 samuel Blumenfeld, Clara Georges and Michel Gngktors-la-loi a transformé Cannes la festivaliere

en village sécurisé, be Monde22 May 2010, 1 June 2011http://abonnes.lemonde.fr/cgi-

bin/ACHATS/ARCHIVES/archives.cqi?ID=03bb6e98a424588a0b7d96966a8729e513f92dfe6¢%.3d

31 Blumenfeld.
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best director and best screenplay. Jamel Debbaiizhe time the highest paid French aitér,
and the other starring actors, Sami Naceri, Ros&&iy, Sami Bouajila, shared the prize for
best actor at Cannes while the committee honoreatiBoreb with the Francois Chalais award, a
prize given to political films. Although the cadtBouchareb’s 2010 film is remarkably similar,
and the style equally Spielbergian and epiors-la-loi failed to win any awards. Perhaps
viewers were guided by the films’ titles and thedditical meanings. The woriddigenesrefers

to the colonial process (indigenous people have lweaquered) and implies racial difference.
Yet while Indigenes$ narrative works against prejudice, its title does avertly confront the
established order. On the other hand, the phnasg-la-loi candidly describes the characters’
pursuit of illegal activity. With only the vagueshowledge that the film portrays the FLN, one

assumes the film’s militant stance.

The films differed enormously at the box office:threir first month,Indigénessold 2,
276, 360 tickets, whilédors-la-loi sold but 381,106. Although the French public symzad
with Algerian soldiers mistreated by the Frenchitany in Indigenes in the film French and
Algerian characters both shared a popular cineneatgamy, the Nazi party. Howeveétprs-la-
loi paid homage to the FLN, and the Algerian protssigno died at the hands of police in the
Paris Massacre of October 17, 1961. Although thme @epicts several white, French citizens
helping the Arab brothers, they all work with theNFagainst the French state. More specifically
we witness the FLN Kkilling French police in ret#élie. Although Bouchareb blurs the line
between Nazi and police with a character resemiagrice Papon, a former Vichy official and

the head of the French police at the time of thesRHaassacre, the effect of watching an Arab

%1% Edward Baron Turki-rench Theatre Today: The View From Paris, New Yarkl Avignon(lowa City:

University of lowa Press, 2011) 224.
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kill a French policeman in 1961 does not provide tiational uplift of a battle scene in which
Algerians in military garb kill Nazis. Thereforeltteough the film’s artistic accomplishment is
debatable—several critics claim the film is too wea be deemed offensive—the failure of
Hors-la-loi in even its premiere week compared witldigénes represents a continuum of the

Sarkozy-era disinterest in the Algerian war, treuteof animosity and/or guift’

Hors-la-loi, premiering three years after the year in which digsertation corpus
concludes, reveals changes in the portrayal ofAllgerian war era. None of the French films
made beforédors-la-loi devote the majority of screen time to FLN actiwjsir even to Algerian
characters. Instead, the films in my corpus mostpgthetic to Algerian independence divide
screen time evenly between Algerian charactersFardch characters who are conflictégk
Trahison vacillates between Taieb’s point of view and hierfeh lieutenant’'s, and though
Cartouches gauloiseportrays an Arab child’s perspective of the warotigh his eyes we
observe French losses as willhile Mon colonelpresents a disgust with the French military’s
activity during the war, the film excludes harki or FLN character from the narrative. By
focusing an entire film on the foundation of theNFand on Algerian characters working against
colonialism with terrorist tactics, Bouchareb asséhneir place in French cinema. Hollywood’s

epic tropes, such as a family of brothers and fh@migration, further demands that the Algerian

*7 « Hors-la-loi , »Le Figaro21 Sept 2010, 16 June 201Mtip://www.lefigaro.fr/cinema/2010/09/20/03002-

20100920ARTFIG00740-hors-la-loi.php Yannick Vely, ¢ors la loi: un film important et décevant Raris

Match 23 Sept 2010, 16 June, 2011tk //www.parismatch.com/Culture-Match/Cinema/AEtars-la-loi-un-film-

important-et-decevant-213953/
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revolution and Algerian immigrants be consideretlordy a part of mainstream French culture,

but of world cinem&?®

If Haneke’s anti-Hollywood style favored hiding thiaris Massacre, the momentum
caused by media coverage that historicized the tepeepared the public for a biased
presentation of the Paris Massacre in gory detfad {inal 20 minutes dflors-la-loi portray the
protest and the proceeding slaughter). The seadtéin Michael Haneke’s film is not just the
video-sender but the Paris Massacre itself, whiwh director buries deep within a mystery,
mentioning it but once and very briefly. Hanekelsfconsidered the effects of the massacre and
its cover-up, preparing the public for the forttwigapproach of Bouchareb, who forces the
guestion of the massacre, and a sentimental respd¥kile the historian Jean-Luc Einaudi
revealed the details of the massacre in 1999, aedntayor of Paris, Bertrand Delante,
commemorated its victims with a plaque in 2001, ahee hidden Paris massacre continued to
reach French consciousness in the following ygaashéandLa Nuit Noire: 17 Octobre, 1961
(a television film) premiered in 2005, and in 20€% massacre’s architect, Maurice Papon the
head of the police in 1961, died, inciting citizansrename the Gennevilliersétro station “17
octobre 1961” in honor of those who participatedthe protest. Thus, the media and the
population encouraged each other to remember thiet @nd place it in a contemporary context,

climaxing cinematically in the most contested poyél, Hors-la-loi.

The protest oHors-la-loi at Cannes begs the question, would France praalfibe that

depicts Algerians in France Kkilling French policenda planting bombs? Is

*¥ Despite the Spielbergian style, the narrative thiéaws brothers through their integration and avigation most

obviously recalls Sergio Leone@nce upon a time in Ameri¢a984).
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Hors-la-loi a French film? Pontecorvo’s Italian nationality ipéted La Battaglia di Algerito
other the French military, and Michael Haneke’s thiag nationality similarly provide€aché
with a distanced statement concerning France. Hewe&ouchareb’$eur identity and cross-
national funding pose many of the same question€atouches gauloisesThough private
French companies primarily financedors-la-loi, the credits also list AARC (Agence
Algérienne pour le Rayonnement Culturel) as a cahpcer. Because of this, the film could
compete at Cannes and at the Academy Awards aseigrip Algerian, featuré®® Rachid
Bouchareb has dual citizenship; he was born neas,Haance but his parents are Algerian.
Hors-la-loi, a primarily French production with Algerian immaagt protagonists played Ieurs
that voices anger over France’s mistreatment oEAdgs, represents a progression made largely
by independent, fiction, features in the years 2087, compiled with the marketing hope of an
Algerian narrative following the successloéligenesin factHors-la-loi mirrors the problems of
French soccer teams voiced recently by nationatltdaaurent Blanc. As many players of
African and North African descent train in Francel ahen choose to play for the teams of their
countries of heritage; Bouchareb, educated in Erafunded largely by France, refuted the

hexagon in a film that came to globally represelgefia*°

3% The César committee did not nomingters-la-loi.

% FromMediaparts interview :

Erick MombaertsEst-ce qu'on s'attelle au probléme et on limitetié&e du nombre de gamins qui peuvent changer
de nationalité?

Laurent BlancMoi j'y suis tout a fait favorable.

Francois Blaquart: On peut s'organiser, en norsditune espece de quota. Mais il ne faut pas gseitdit.
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Appendix:

A continuation of the project: The Algerian Warkrench films 2008-2010

While 2005 marks an important year in which theekign-war era resurfaced in French
politics (Article 4 of the February law, as well tee instigation of the&tat d’urgencg and in
French fiction films [La nuit noire, CachéandLa Trahisor), 2007 as a closing year now appears
arbitrary and confining. The inclusion éfors-la-loi is imperative in a continuation of this
project, as the ambivalence and negotiation founithé previous films finds new dimensions of
dissent and Algerian nationalism in this 2010 featélso the highly successful double feature
chronicling the life of bank robber, Jacques Mesrirennemi no.1MesrineandL’instinct de la
mort deserves attention. The first Mesrine film beginshwhe titled character serving as a
soldier ordered to kill a FLN subject in an Algerigrison. In its sequel, Mesrine murders an
extreme right-wing journalist in a cave, claimiryreenact what he learned during his military
service in Algeria. In this way Mesrine, who firsiurders in the name of France, rectifies his
past by repeating his crimes in the name of themnait left. Mesrine’s turn also keeps the 2008

audience, aware of French military behavior durthg Algerian war, sympathetic to the

Erick MombaertsDonc il faut 30% ? (...) Il y a bien des clubs coebyon qui le font dans leur centre de

formation.

Fabrice Arfi, Mathilde Mathieu, and Michaél Hajdemg. “Quotas dans le foot: la vérité au mot prietiapart

30 April 2011, 6 June 2011 <http://www.mediapalipfirnal/france/290411/quotas-dans-le-foot-la-we&ti-mot-

pres>.
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protagonist, whose war crimes are no longer acbéptdhe director, Jean-Francois Richet, and
screenwriter, Abdel Raouf Dafri, adapted Jacquessrie’'s autobiography to feature the
Algerian war in the first scene and references itountless others (one reason Mesrine turns to
crime is because he is unable to earn an inconeg #Hfe war, later he works for an OAS
member). The politics of the film are historicizdmjt as is the case in all the films discussed
earlier, it also evokes opinions contemporary sdfilming. The rising anti-Islam sentiment and
the growing National Front of 2008 are presenthi@ depictions of Mesrine’s racist exchanges
with the OAS and in the film’s attempt to hold Fcanaccountable for the mistreatment of
indigenous Algerians, by having Mesrine murder tight-wing journalist. Thus the film
complicates the glamorization of a bank robber Vitlench history and its embedded racism

against Arabs*

Nicole Garcia, thgied-noiractress who starred in numerous pictures abouAltperian
war including,Elise ou la vraie vig1970),La Question(1977), andUn Capitaine d’honneur
(1982) directed her own film depicting the war in flaslcks,Un Balcon sur la merin 2010.
The flashback perspective, especially useful intrpging a period 40 some years past, here
serves to depict the French exodus in which chidhériends are torn apart. The minor
popularity of the film (972, 219 tickets in thesirmonth, more than any of the films’ discussed),
and the lack of controversy surrounding it, canakteibuted to the film’s concentration on a
French perspective and the turmoil pied-noirs forced to leave Algeria rather than any

indigenous sentimentn Balcon sur la mecontains elements of nostalgia for French-Algeria,

321

The Mesrine films, Jacques Audiard)s prophétg2009), andCarlos(2010) by Olivier Assayas, all films of
epic- lengths with male criminals as protagonisgpresent a trend in French cinema.
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yet unlikeUn Coup de airocc@1979), violence interrupts the sweetness of sechirmentality.
Similar to other twenty-first century Algerian-waims, Un Balcon sur la merdoes not deny

the atrocity of the war, and struggles with theooessibility of France in the warfare.

| plan to include these four features, the two Mesfilms, Un Balcon sur la merand
Hors-la-loi, in an extension of this study. The films in 2G08 2010 demonstrate the subject’s
continued vitality and progression. The Algerian Mtsgecomes increasingly accessible in
mainstream French films, though its indirect préston proves thus far more financially viable
than a direct depiction of the events with Arab/ialcharacters. While the political climate of
France is continuously transforming, the generabdnof the centrist right in the election year
leans steadily in the direction of the National rfiraas the extreme party gains support (many
consider the new head, Jean-Marie Le Pen’s dauyghtarine, less fascist than her father.
Furthermore, the Socialist party lacks a strongdwhate; in May Daniel Strauss-Kahn was
arrested for sexual assault in New York, and n@mo#trong candidate has come forth, leaving
Sarkozy in the lead. As the Algerian War and thterofelated topic of immigration divide the
French populace, we can speculate on how cinemhtmmtray the Algerian War during the

next presidential term.

France currently produces a disparate variety stohical films; those confronting the
colonial period, and those immersed in nostalgraittoln 2010 we find examples of the anti-
colonial inLa Venus oirdby Abdellatif Kechiche (the story of a South Afrcavoman whose
genitalia theMusée de 'hommdisplayed until 1978), anwhite materialby Claire Denis (in
this film, Africans destroy a coffee plantation whithrives on a colonial legacy). The already

mentionedUn balcon sur la meris the only film dominated by colonial nostalda Algeria,
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however one finds a current longing for the pastthie emerging historical films; Daniel
Auteuil’s remake of a Marcel Pagnol noued Fille de puisatierand Jacques De Guayles

Femmes au 6e étagabout Spanish maids befriending the French may gbrve in the 60s.

Nevertheless, the enormous succesDef hommes et des die(®010) by Xavier
Beauvois, concerning French, Trappist, monks whoevmeurdered during Algeria’s civil war,
indicates a renewed interest in French-Algeriatieia—2, 114, 868 tickets were sold in its first
month and it won three César awards includimgjlleur film The feature depicting historical
events, represents France as biblical pacifistgriégable portrayal of the monks who sacrificed
their lives to aid the Algerian community, but otat contrasts sharply with the twenty-first
century media revelation of the French atrocitiesirdy the Algerian war. In this wayes
hommes et des diegxovides France with a new vision of French invakeat in Algeria, one
displaced from the revolutionary war. Still, elerteeaf paternalism found in the film recall what
could be termed positive aspects of colonialism—iuaks aid the community with healthcare

and food, an echo of the law of 2005.

The critical and financial success of Beauvoisttdiea displays the desire for new images
of the French in Algeria. Themes of anti-violencelzor all of the depictions of the Algerian
war in my corpus, yet recorded facts require aregiee to the French military’s brutalityes
années noiresthe setting oDes hommes et des dieadows for a different image of French
men in Algeria: they live together as a unit’s selg, yet they read and sing instead of practicing
war. The monk/doctor attends to the Algerian comityursimilar to many SCA newsreels.
Though the film is largely non-violent, the crux thfe film rests on the monks’ decision to

remain in Algeria in spite of the knowledge thagytlcould be murdered, which happens later at
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the hands of extremist Islamists. | predict thath@ coming years, French films will follow the
example laid bybes dieux et des homma®ffering a cinematic exit from the revolutionawgr,

and the guilt associated with it.
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