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ABSTRACT OFTHE DISSERTATION
The Purge and the Codification of Memory in Postwar French Literature and Film

By LOUIS ALEXANDER SEGURA

Dissertation Director:

Andrew Parker

This dissertation is about the influence of the postwar Pur@@mocité, or French
national identity and cultural memory, as expressed in cinematic and literary
representations of the Occupation and the Resistance. My dissertation begins in 1944
with the Liberation of Paris when Paris was plunged into a war with itself in what is
known ad6 ® p u r. Bhe Pugge as it is commonly known in English was a series of
expedited trials beginning before the liberation which were meant to punish French
citizens known or suspected to have collaborated with the Germans during the
Occupation. | show thahe Purge created an aesthetic and political shift in postwar
French literature and film by constituting new metaphors to articfikateité which
continues to permeate contemporary representations of the Occupation and the
Resistance. | argue that therge casts a shadow over postwar France and-g®ioig
effort to navigate the codes of national identity, cultural memory, and by extension,
francitéto show how the Purge and representations of the Occupation and the Resistance
are not just historicalvents but part of a living experience that continue to shape and be

shaped by French cultural memory. | conclude that since 1944 there has been an interplay



between the political and the popular that manifests in the representations of the
Occupation andie Resistance which | demonstrate by drawing attention to shifting
signifieds like patriotism and nationalism which form the contours of a more diverse and
heterogeneouisancité My dissertation considers films with literature on an equal basis
and contributes an analysis of French films of the period which have not received the
same critical attention as literature.

My dissertation is in two twgart chapters in which | contextualize popular
cinematic and literary representations of the Occupation ariRletsistance throughout
the Purge and thereafter to highlight a development of a discoursecité Part |,
AThe Purge: The Resistance and Its Referen
(1944 to 1946) as represented in film and demonstratesfoetance of cinema during
the Purge as France begins to try to come to terms with what has come to be kieswn as
annéesnoires or t he fADark Years, 0 déaliberatiend®ccupat
Parisand the Liber at i onusstliesHon documdntarCfilbm e mao | d
Libération de Parisvhile exploring the cultural and historical demands on the postwar
film industry as constituted by the Purge. | argue that the Purge rearticulated French
identity in liberated Paris, shaping French ardt memory via the documentary filoa
LiberatondeParis I n chapter two APur pbadBatalledunt ent i «
rail andJérichdd | devel op this argument by analyzi
1946, that portray the Occupation ahd Resistance using documentary foothge:
Bataille du rail(dir. Réné Clément) angericho(dir. Henri Calef). In this chapter | argue

that French cinema responded directly to the Purge which then went on to impact French



postwar cultural memory and séguent representations of the Occupation and the
Resistance.

Il n Part 11, ATracing the Purgeo | focus
the Purge and its legacy continues to inform French politics and identity. | begin with a
chapter on Albert Gau d®Pestd 194 7 )LaPeste| &dah @Al | egory of t
This chapter serves as a literary analogue to the exploration of film from Part | and
engages directly with the ethics of representation, especially allegory. In the chapter |
argue that.a Pestes a critique of the Purge in that Camus draws attention to social and
political conflicts of postwar France to construct a narrative of fragmératecité In the
final chapter, AGuy M!quet and t$centuibe mor y
| contextualize the contemporary and recurring discussion of the Second World War in
France in order to explore the legacy of the Purge and to consider how these
representations shift into the twesitsst century. | argue that the Memory Laws are an
extension of the Purge in that theyframe current representations of the Occupation and
the Resistance and the cultural memory of the war into a more diverse and heterogeneous

francitéfor the 2% century.
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Introduction

This dissertation is about the influence of the postwar Purf@wcité or French
national identity and cultural memgmsexpressed popular representations of the
Occupdion and the BsistanceThe impetus for this project was observation | made in
my courseworlon theSecond World Wailn general theseoursesisedcontemporary
film and literature botho evokerelevantaesthetic movemenf{te Nouveau romariLa
Nouvelle vagueNew German Cinem)and to portray the period in questionudh of the
subject matteincluded the Holocaust as a major aspét¢he Second World War
However, | began to notiGeglaring omission in the texts being studied which drew me
to focus on posOccupation France: Much of theerature,andmostof the filmsdating
from the immediate postwar years waitgsent from thessourses. becamecurious
about those earliest representations, if they even exetefbrmulated an area of
inquiry: If films and literature of the immediate postwar pemadst, whatdid they
portray? To what extent did they articulate a postwar aesthetic? And whatrikegay,
if any, in contemporary representations? When | had articulated somaedthstions
and settled on the content | wanted to explore, | weartheg for a book that had not
yet been written.

To some degree Europe may have moved on from the Second World &/ar as
colleagueonce suggeste@ut considering that Paris celebrated #¥ anniversary of
the Liberation of Parig 2014 and that in 201Brance declassified thousands of police
and ministerial documents of the Vichy regirhénd it hard to believe that the Second
World War has become irrelevant in Europe. In fact, whileln 6t s peak f or

generalthe Second World War istapic that is very much embroiled inffor anc e 6 s



psyche One recent example is the awavthning television historical drama series about
the Occupatiotn Village frangais(20092017) which randr seven seasons

This dissertation begins in 1944 with the Liberation of Paris when Paris was
plunged into a war with itself in what is knownla® ® p u. The Purge,ras it is
commonly known in English, was a series of expedited todgnningbeforethe
liberationwhich were meant tpunishFrench citizens known or suspected to have
collaborated with the Germans during the Occupafitve.Frenchépuration
fipur i f iexpessetherspird of reformintended.

A loosely monitoregpopular movemerdt first, the Purge resulted in
denunciations, public humiliations, asdmmary executions éirench citizens. fie legal
componenbf the Purge which followed the initial popular movement was established by
Char |l es [FerceSSfrmncaidexlibred-ree France) under the Provisional
Government of the French RepublieGouvernement provisoire de la République
francaiseor GPRF 19441946). The legal Purge algovolveddenunciations of
suspected collaborators; however these were followed with fori@alhich were
oftenexpedited andommuted to death sentescBecause of the dubious legal
procedure involved with the trials most of the executions never occurred. Instead these
death sentences were turned | nvleedthedoses of
of civic rights. Onertagic aspect of the Purge was the conflict amferegchcitizens
under the guise of justice and their respective identification as dutiful citizens. In my
dissertation, | will refer to this condition of dutiful citizeémp and the discourse of
nationalism and patriotism associated with ifraacité which will demonstrate the

tragedy of a liberated nation that seems to implode. | do not make a distinction between



the different phases of the Purge noted above (leggd@maar) | apply the general
termhefPédtged to the period of my study wh
under the GPRF, and the beginning of the Fourth Republic, roughly11844|
investigate emergent cultural codes within French fialeingthe Purgeas a means of
demonstrting a collective sense of identity, foancité | will show that the Purge created
an aesthetic and political shift in postwar fiction by constituting new sign systems to
articulate public memory.
| present a devepment offrancitéin French postwar cultural memory through
literary and cinematicepresentations of the Occupation and tesigRancelnitially, |
invoke the figure of Pierre Pucheu (189944), the Minister of the Interior under the
Vichy government who was executed during the Purge. His execution anchors my
dissertation historically and symbolically. As Minister of Interior, Pucheutlad
authority to free or condemmésistantdmembers of the FrencheBistance) or French
citizens |l oyal to De Gaull ebds Free France.
my chapters and serves to introduce their content.
The first two chapters hidiight the Resistanceas portrayed in early postwar films
and explores the ideological conflict between two versions of the French dutiful €itizen
those |l oyal to De Gaull eds FreeEfatrance ver
francais(French State)r Vichy France. Pucheu is central to this discussion because he
collaborated with the Germans, condemrésistantdo death during the Occupation and
was selected as the first citizen to be ex
As we see in the third chapter, we learn that Albert Camus was morally opposed

to Pucheubs executi on. Pucheudbds execution



tone of action and reaction during the Occupation which Camus represkeatlaste
(The Phgue 1947).

Finally, the fourth chapter draws atten
victims, the adolescent named Guy Moquet, who was executed for Risamnyi
Communist sympathies and lie factoassociation with the Resistance. This chapter
goes on to examine French citizenship in the latéa2@l early 2% centuries in light of
the legacy of the Purge.

In onesensamy dissertation is historicist; | contend that the Liberation of Paris
inaugurated a new mode in French history and cultuckttatthe postOccupation
Purgeevoked a cultural stress not seen in France since theet@ury revolutionary
period.In a span of less than ten years during the Second World War the French
government shifted from a democratic governance to a fatatistte gprovisional
government and ultimately to the shbwvied Fourth RepublicMy dissertation is also a
cultural semiotic reading of the shiftisggnifieds ofpatriotism, nationalism, and treason
all of which are used to signifyancitéas evidenag by the various regime changes
during the period in question.

I work with both film and literature to constitute how | understand cultural merhory.
propose that one legacy of the Purge was a new set of metaphors in postwar literature and
film. My aim is to redirect the study of postwar French narrative away from the
Occupatiorto draw attention to the Purges the paradigmatic event that influenced
postwar aesthetia@nd identity and by extensidrancité Furthermore, my dissertation
corsiders films on gual basis with literature and dabutes an analysis of film in terms

of representation and memory which has not received the same critical attBotion



modesfilm and literaturedisclose the process which the Purge generates meanings
about the @cupation that permeate the postwar period.

Broadly speaking, examinecontemporary French fiction with an interest in the
intersectiorof popular culture and cultural memory. My work on the Purge stems from a
methodology which originates in the early Warf Richard Terdiman, a scholar of
memory and of 19 century French cultural history whose critical investigation of French
intellectual history is hinged on a social perturbation in France after thelBAS0
Napoleonic Revolutiorwith a similar interst in cultural history| focus on the 20
century for my research and specifically the postwar ergasvasivesocial experience.

On one level | conduct a synchronic analysis of cultural codes in literary and cinematic
representations of the Occupatim French memory beginning with the Purge and
examine the cultural discourse that such a synchronic analysis creates about the
Occupation in subsequent periods. On another level, | consider a diachronic analysis
insofar as it situates my reading of thesdes in the historical context from which they
germinate, above all the Purge in the early postwar period atmisheémoriellesor the
AMemory Laws, 0 of t.Mgpuhmmdietecontextializeipapdlan cent u
cinematic and literary repras@tions of the Occupation and thesitance throughout

the Purge and thereafterttacea development of a discoursefancité | will use the
following questions to guide my response: How do intellectual debates about
representation enter the pubtionsciousness? That is, do metaphors in popular culture
develop a collective memory? And what resources does fiction offer the documentation

of these events?



This dissertatioms in twotwo-partchaptersPartl, 7 Th e PuregigganceThe R
andisRefere@ 0 f ocuses on t he ([(9%held4pastrepreseres t wa r
in film anddemonstrates the importance of cinema during the Ragigencebeginsto
try to come to terms witkes années noires o rDatrhke Yiear s, 0 of t he Oc

Inthef i r st La hil®ntiorede Paisnd t he Liberation of
| discuss the short documentary filra Libération de Parisvhile exploring the cultural
and historical demands on the postwar film industryaasstituted by the Purgéargue
tha the Purge rearticulated French identity in liberated Psiisping French cultural
memory viathedocumentary filmmLa Libération de Paris In chaptertwofi Pur po s e,
Intention, andhe Purge irLa Bataille du railandJéricha | develop thisargumenby
analyzingtwo fictional films, both made in 1946, that portréne Occupation and the
Resistancausing documentary footagea Bataille du rail (dir. Réné Clément) and
Jéricho(dir. Henri Calef). Inchaptertwo | argue that Frenctinematic representation$
the Occupation and theeBistance respatto the Purgavhich refocalized French
postwar cultural memory

InPartl,A Tr aci ng |éxanenewriting apdaodthorialintention and
considerhow the Purge and its legacy into thé'2&ntury continuet inform French
politics and identityl beginwitha chapt er orabPedtebé@®d 7 LClaatmus 6 ed
Peste An Allegory ofthe Purged This serves as a literary analogue to the exploration of
film from Partl and engages directly with the ethics of representation, especially
all egory. | bharPesteie a ctitique of th€ Rurnge is that Camus draws
attention to social and politicabnflictsof postwar France to construct a narrative of

fragmentedrancité In the finalchaptefh Guy M! quet and t he Memory



the Purge in the 2c e n t lwattempi tocontextualize the contemporary and recurring
discussiorof the Second World War in France in order to explore the legacy of the Purge
and toconsider how these representations shift into the twiestycentury. | argue that

the Memory Laws are an extension of the Purge in that thiegimes current

representations of the Occupation and tesigance and the cultural memory of the war
into amore diverse and heterogenedmascitéfor the 22 century.

The Second World War and the postwar period continue to agitate Arance.
would even posit thahe legacy of the Second World War in Frarsckest articulated as
alongue duréé thelong standing academic trop&ore preciselyl argue thathis
longue duréef the postwar periodndthe ideologicatonflicts that shap&ancitéand
cultural memorythatbegin withthe Liberation of Paris is initiated by the Purgje
consider the Purgas arettemptto stabilizethe francité of the only European nation to
both actively collaborate and resist the Germ#maffirm abinary between good and
evil, French and nefirench

Part of the lastingnterest inthe Second World Was the confluence dhree
clear and decisive crossroads in Fratheg engage directly witfrancité First, the
Liberation of Parisseconddecolonization and thiglay 1968 student revgland third
the Gayssot Act of 1990 and the various Memory Laws which followeel legacy, or
memory, of the wahasneverreally recede@dnd manifestgself violently, subtly, or
legally, in thesethree crossroad3he postwar period is ewpresent and the war or more
precisely the Occupation and its representation continues to beaakcaoapital.

Two terms frame my dissertatioinancité and memoryFrancitéis drawn from

Rol and Bart hes, b-ntagining af thesternrPwhieh relaadmidicetoa 6 s

r



aFrench state of minas ina personality which reflects a mutual actbetween the
popular and the official. Barthes empldyancitéin his examination of cultural myths in
Mythologies(1957). Myth, for Barthes, turns a sign into a signifier whichhegsoints
out, is often imbued politically or &sthing ofthetabloids Barthes usethe examplef a
youngblack soldier saluting the French flaggidentifytwo orders of mythFirst asthe
signifier of an eventt is the image itself that one observésthis casethe soldier
saluting the flagFor Barthes, the secoratder is the location of myth. It lgere thathe
signifier, or the image, resonates politically. At the second ordéaldlcksolder saluting
the Frenchflag signifies France as a muéithnic empirg demonstrang both
Frenchness, drancité andmilitariness at the same time.

My dissertation is both more and I¢sanan examination of mytm the
Barthesian vein. That igess becauskedo not consider the elasticity of the signifiers that
| examine beyond their context of the Occupation andPtivge.More because by
confining my analysis to the Occupation and the Pudgmonstrate an enduring effect
of the signifiersas theycontinue to resonatsoth socially and politically within French
cultural memory. Wheasmyth distorts the meaning oértain signs, the codes |
examine do not ddzuretheir history. The signsanalyzeconnect to the Second World
War, the Occupation, theeBistance, de Gaulle, and Vichlil still intrinsic toFrench

culture. | show how the conteot the signss maintaired diachronically.

1 One might even consider updating the image Barthes usetheithot ofthe currenfFrench president
Emmanuel Macroysitting with the heroic undocumented migrant from Mali, Mamadou Gassama, in a
room in the Elysée Palace in Paris. Gassama was offegediFcitizenship by Macron after he scaled the
side of a building to rescue a child dangling from a balcony in Rgi® Gassama substitutes for the
saluting boy and Macron for the flag.



My other term, memory, has a robust histég.Susan Suleimaand other
scholars of memory point out, there are almost as many theories of memory as there are
theoristsof memoryRel ated t o my dissertatmoyn, i s Ter

c r i ismemary in times of social criséssuch as the Occupation, the Purge, and the

Second World War in general. I also draw f
Acoll ective memory, 0 and Jan Assmanéb6és expa
Acudlt umemory. o0 | also explore Suleimands i c

more than just a c hi assefeeredanfher Do@lrisdsiomandés ph
Memory and the Second World Wa006) She provides both an apt framework and a

useful formul&ion for collective memory and representation, emphasizocanaern

often overlooked in the field of memoiythe conflict between individual memory and
collective or public memory, which she des
(5). Suleiman peits thati me mor y i s -rae droeg ane rotfatsiedrfo (8) ar
me mo r yfmomemntsehat highlight the relations between individual memory and

group memory, concerning a past event that is stipulated as important by a group at a

t i ni{®.®hedraws attention to the function of choice in the act of remembering and its
respective impact on collective memory. Suleiman holds that what gets represented, and
more importantly, what gets popularizedmplicaescollective memory in thaguch

represetation and subsequent popularizationasawholly collective procesdn my

di ssertation every representation examined
definition. However, beyond labelling the texts as such, | look more closely at the

cultural resonance of memory and its representation. In short, | am interested in the
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specific choices of representation (images and signs) during the Purge and how the Purge

as a result mediatésancité

| situate mydissertatiorwith two scholars of the Pge, French Cinemand
French postwar memar¥first, Philip Watts who argues in his bqoklegories of the
Purge(1998) that the literature of the Purge, relies onRaege trials for their full

signification while also pointing to an allegorical reading that is free for the reader to

decide (10)Hesuggests that the ntehaunrcontemmofaryt he t r i

writing and reminds his readers that thege wasabout judging writers and thdespite
literaturéd stake in representation it may be an unreliable witn&'sgts articulates an
effective method of understanding the interaction between literature and the Purge.

However, hdimits his discussion to Saet, Blanchot, Eluard and Célibait does not

includeCamuga writer whose omi ssion from Wattsb©o

third chapter on Camusél(a Peste An Al | egory of the Pur
studyi one of the very few to addrefsgrature with the memory of the Purge. Second
Suzanne Ua®ésigthnoeidand le Cinéma Francais, 19884: DelLa Libération

de Parisa Libera me is an invaluableaddition to the study of French Cinema and to the

memory and history of the Resste in cinemadlt is a thoroughly researedbook that
spans fifty years of cinematic representations of the Resistance andigasicant
resource for me.

Finally, | agree with Nora, who stipulates that French identitjraoicité
develops and evobs over time. Gltural memorydevelogsin a similarmannerin that it
is subject to spatial and temporal factoferever changing, yet forever retaining a trace

of itsoriginp.As Assman proposes: Aln cul tur al

geo)

f or mi



11

crystallizes, whose meaning, when touched upon, may suddenly become accessible again
acr oss nGollettive Manmorl®9). Here Assman presents a temporal
distinction,which is central to Chapter Monetheless, the origin or distinguishing factor,
the source, is central to the material of the first three chaptensill be explored in
chapter four,he diachronicity of memoriesenablesaabj ect t o fAadopt o tF
become their addressee just as former French president Nicolas Sarkozy did when he
invoked the letter that Guy MAquet wrote before his execution.

In these pageswill demonstratea limitation of representatioAssman
articulateghree levels of memorfiy individual, communicative (collective), and cultural;
and posits that the culturgvel relies more heavily on the embodiment of memory in
out war d sy mblelxsle nhémdiréComirumicatiyesand Cultural Memory
111). This formulation of memory enablme to interpret the cultural codes that develop
from the Purge as the crysiahtion of memory from a more collective level to a cultural
levelAssmands distinction between the collect
ofit radi tions, tr an stmaHalbwachsariginally excludeddroms f er e n
his concept of @llective memory Communicative and Cultural Memofyl0). The first
threechapterper t ain to Assmanédés first two cl assi/
communicative (collective)) both of which
Chapter four, with examinesite subsequent period after the institutionalization of
representatioc or r esponds to Assmanés third cl assi
| will tracea progressive codification of memory and its representation that develops

from thePurge.
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| hope that my dissertation sheds light on the impact of the Purge on literary and
cinematic representations of the Occupation and the Resistance; and that it demonstrates
the pertinence of the questions raised, and the observations discusséd.tbedact
that the Purge, as documented historically, may have come and gone, it continues to cast
a shadow over postwar France and itggoimg efforts to navigate the codes of national

identity, cultural memory, and by extensidmancité



Part I: The Resistance and its Referents
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Chapter 1: La Libération de Parisand the Liberation of Paris
At dawn on March 20, 1944, five months before the Liberation of Paris, Pierre
Pucheu, Minister of the Interior to the Vicggvernment who hadgned various orders
of executiorduring the Occupatigrgave the order for his own. This time asthe head
of the tribunal, but sprisoner, tried for treason and condemned to deatBeneral
Charl es dree F&ach Arimeldssbefore daybreak theadlightsof the

gendarmeri&anscast an ominous glowver the field of theAlger hippodrome. At 6AM

Puchewavethe orderii g tveosus pr °t s, Me ssife@e rst?léeEme 1j ,0 uaer
you ready?. .. AiPuchéu380))led0; my trans;
No visual record of Pucheubds execution

Ma viethe memoir he wrote during the short period of his incarceration. The appendix

was writtenbyeyavi t nesses of the executurimgnhei ncl udi |
collapse of the German Occupation and of the Vichy regime, Pucheu sought asylum in

Al geri a where De Gaull eds Free French Ar my
his arrival, Pucheu was arrested for treason which included collaboration with the

Germans andeld accountable for the murderrékistants members of the Resistance.

De Gaulle needed a symbol of coll aboration
execution marked the first official execution of what is known agpleation or the

Purge andnarked the advent of a postwaolitics of complicity and dutiful citizenship in

France that would come to the foregnad with the Liberation of Paris.

2 Below is a brief timeline of the French governing presence giesd.

1. November 1942 Allied army arrives

2. May 1943- De Gaulle arrives

3. June 1943 Comité Francais de Libération Nationale (CFLN) founded

4. (June) 44 CFLN becomes Provisional Government of the French Republic
As early as November 43 a Provisio@ansultative Assembly sat is Algiers to develop what would
become the first laws of the postwar Republic (Lottman 44).
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The Purge was a series of expedited trials intended to punish French citizens
known to have collaboratemt suspected to have collaborated with the Germans. Its
French termépuration! i t eral ly fApuri fication, o0 furthert
which the trials were carried out. The tri
to January 1951.Bepi t e Pucheubd6s nAnofficial o0 executio
Occupied Paris consisted of summary executions and popular trials. The status of the
Purge transitioned to a more legitimate due process after the Liberation. Legal trials were
carriedout until 1946 by the Provisional Government of the French Republic and then
were carried out by the Fourth Republic. A
butshotl i ved mani festation of justiceore(79).
acts of war in a partially |l iberated count
citizens | oyal to P®tainds Vichy governmen
Gaulle. The controversy which followed the Purge trials, and which stdhedes today,
concerned the legality of the procedures. Were individuals simply marked for revenge?
Were the trials, which often lasted a mere couple of days, carried out with due process?
And overshadowing their legality wésncit4 oneb6s &lrlasmgiean @aen dt @ e 0 |
response to collaboration and complicity with the Germans all of which would feature
critically both politically and aesthetically after the Liberation of Paris.

The Liberation of Paris on August 25, 1944 inauguratédcamentaryeshetic
in both literature and filmHowever, in this chapter and the next, | will focus on the
status of film during the Purge. My particular focus will be three films shot and released
during this period La Libération de Parisreleased days after théderation, and.a

Bataille du railandJérichq bothreleased in 1946 and directed by René Clément and
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Henri Calef respectively. All three films document the strain of Occupation as well as

French citizens resisting the German Occupation. These films depicritical network

of the Resistance including the French railway workers to also depicting various acts of
espionage and sabotage. Following standard plot development each film erupts in either a
climactic battle against the German army, the derailroka German train transport, the
bombing of a cityds ramparts. However, the
of French citizens who share a common cause. Filmed during the Purge, | argue that they
represent a politics alomplicity and duful citizenship | contend that these films

present alistinct responsto the Occupation and exemplify novel cultural codes that

existed in the postwar era.

Among the aforementioned representations of the Occupation and the Resistance
that appeared afténe Liberation of Parjghe collective and anonymous film projéet
Libération de Parig1944) holds a privileged position. It is the first film to be screened in
liberated Paris on September 1, 1944. Incidentajlyhb time the film opened in Paris,
the legal portion of the Purge was beginning as De Gaulle had relocated the Provisional
Government from Algiers to PafisThe film is a short 30 minute documentary with a
voiceover narration and depicts the battle for Paris. We see episodic represeotations
the Resistance, Germans, barricaded Parisian streets, street level combat, and even De

Gaulle. The film employs various shooting techniques such asahigfle shots to long

3 Later in 1945, the notable execution of French journalist Robert Brasillach would resonate within the
production ofLa Bataille du railandJérichoand again within the public consciousness during their
respective openings in 1946.
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shots of combat, including owe-shoulder shots aEsistantgositioned in a window

marking an unseen targ@tigure1}The f il més cl i max contains

Figure 1. FromLa Libération de Parig1944)

city, shots of captured Germans, and culminates with De Gaulle marching with an

entourage of admistrators along the Chamjidyséeslin short, we see the heroic

struggle of France against the Germarkgs Hocumentary film is, what Albert Camus

would | ater call, the Aquest for | egitimac

generation, that ishe generation of those who had lived through the nihilism and
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destruction of the first half of the twentieth cenfulya Libération de Pariss part of a
general post.iberation effort to represent the Occupation and Resistance

The first days of the iberation of Paris were an uncertain period. Public debates
on complicity with the Germans and the revelation of collaborators gained traction. With
Pucheuds execution taking place five month
P u c h e u Gian reeeal €aapproval while 75% felt that additional executions should
be deferred until the Liberation. Additionally, leading up to the Liberation numerous
impromptu tribunals were set up to expeditecathed justice. In the six administrative
districts grouped around Toulouse for example there were 654 executions ranging from
D-Day, June 6, 1944 to August 20 by which time most of the region had been liberated
(Lottman 62). It was not until after the Liberation when the Provisional Government was
relocdk ed to mainland France when the official
tribunals and its summary executions. Herbert Lottman, in his StuelyPurgenrites
that after the Liberation, during the months of September 1944 and October 1944 there
hadben fAsome one thousand victims of summar)
about a thousand others sentenced to death and executed by special tribunals, court
martial, and r esi stlahbl@matiorcde Barigplants th¢ seedof. Th e
association foffrancité that is, it outlines the earliest visual conception of what it means

to be French. The film defines loyalty to France by juxtaposing collaborators with

41n 1957 Camus would receive the Nobel Prize for literature. In his speech Camus suggests that his
generation must forge an aftde&thovjhngbagainstttde
century, or to what he calls the fAtimes of catastro
speech will be explored briefly in chapter 3.

5 Incidentally, documentaries about the Occupation aadrésistance were also made during the

Occupation such aSaméras sous les bottgRobert Gudin, 1944). This short documentary was shot

clandestinely in Occupied Paris with a camera hidden in a storage compartment (saddle bag) of a

motorcycle.
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German atrocities and makes a public spectacle of the expectations of Ftieeals aeind
their role in the war. The figure of thésistantfigures prominently which signifies an
early cinematic representationrésistancialismgthe Gaullist myth, as conceived by
Henri Rousso in his bookhe Vichy Syndrom@987), that posits a animous French
Resistance against the German Occupation. The film would etchintsledf French
postwar consciousness. In her baékench National Cinem&1993), Susan Hayward
remarks thata Libérationde Parissepi ct s a Adi fferent war, o t
war . o0 Or as Hayward further defines this d
War as a war fAin whi ch résistante¢ @detdilithdtisn ot f i gh
emphasized in the subsequermresentations of the Occupation and the Resistance after
the Liberation. Hayward finds that, during the pbsteration period between August
1944 to December 1945, eleven films about the war were made with eight being about
the Resistance to constituteoaib 15% of the total film output (seventy six) (189).
The impact oLa Libération de Pari€omes from various scenes and how they
portray themes, which we can call codes. These scenes will reappear in various
subsequent postwar representations of the @d¢mupand the Resistance. The codes
constitute the combination of signs, symbols and their shared meaning within a culture. |
empl oy the words fAsignso and fisymbol so as
can be synonyms. For instance, signs and sigrdommunicate information; and in the
film, signs and symbols that connote complicity and citizenship intersect. Although the
words overlap to some degree in their use and meaning, in my argument there are a few
distinctions. In particular, symbols areeotype of sign. Signs are used to represent

something that is absent by means of a photograph or an object imbued with meaning (for
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example, a relic or a piece of the original) while symbols represents something absent by

an arbitrary connection. For tsake of clarity, | use the distinction offered by Wendy
LeedsHurwitz in her bookSemiotics and Communicati¢h993) where a sign is a

Abuil ding blocko and functions as a fAgener
variety of sibep ¢@83%i déprtkekeawmprds Apatri
words constitute a code, and during the Purge their respective meanings, or signification,
depend on the dominant discourse. For instancgehdarmerieand themilice were

patriotic during the Occupian under the Vichy regime while the Gaullists were

represented as the traitors. There is nothing inherently patriotic or treasonous in De

G a u | drox desLorraine a symbol which existed before its association with Gaullist
patriotism. The distinctiob et ween fApatri oto and Atraitoro
representation and its accepted meaning. F
and Atraitoro is also marked symbolically.
collaboration with the Germarmsad their heads shaven to signify treason. The shaven

head, otondue functioned as an icon, or reference to treason and was implicitly

juxtaposed to a woman whose head was not shorn to reference patriotism or dutiful
citizenship. This distinction revodd around femininity and its association with unshorn

or longer hair worn by a woman. The signs and symbols developed during the Purge, like
those seen iha Libération de Parissuch as théondue become the codes that are used

to represent the Occupatiand the Resistance. Audiences would connect with these

codes which then would foster a cultural memory. The codes then continue to appear in

the fictional texts from the Purge and thereafter.
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The codes, or images introduced_enLibération de Parishatwould become
recycled in a variety of films following the Liberation can vary. These codes are images
of famous figures like Charles de Gaulle and anonymous individualeskendues
They also includsequences of film for example De Gaulle marchiog@the Champs
Elysées and of tanks in Parisian neighborhoods. The idea of repeating images and scenes
from a primary source reminds us of the ar
Work of Art in the Age of Me mbondudesiahis Repr o
essay that film, like art, does not lack its presence in time and spaeél(R®Rather, |
propose that film suspends its presence in a constant and extended deferral forming a
series of recognizable images that evoke uniformity atidatiwity for a target audience.
In the case of postwar France the reproduction of scenes of the Occupation imagines a
narrative for a distressed society or at least a society bearing the weight of its own
troubledfrancité and produces, what French higam Pierre Nora has callelieux de
mémoirgfisites of memory]. The reproduced and recycled images filaarlibération
deParisc an be seen | ater in such films as Marc
Chagrinetapititci n 1966 and R edpredudddnfarseniletdXalsoane g
from 1966 or even | aLterGuer Edgdomnonldfeular h o
Scenes and images from the Occupation become iconic through their respective repetition
and begin to connote cultural tropes with thienary source material beirg Libération
de Paris however, it must be noted that newsreels from the Occupation béeamde
mémoireas well as proponents of a collective cultural memory. For the sake of continuity
of my argument, | will limit my discussion to the footage presentéaihibération de

Parisand omit diactualiticess i ®m snewsrmeel s from the p
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La Libération de Parissets a standard for postwar representation of the
Occupation. I ts i nfl ue wRariebrilestil? whoch reaycleg r eat | vy
much of the battle sequences and the celebratory scenes for its culminating sequences.

The film eschewshe idea of a journey or the representation of an individual and it is

estimated that more than half of the adult population viewed the film upon its release
(Langlois Résistancd6).La Libération de Parisepresents the fight for liberty of the

populatbn of a besieged city, Paris. Furthermore, we see the portrayal of a mass

movement without the idea of a singular hier@ concept which will be underscored in

C| ® md.aBataike du rail. And yet, likeLa Bataille du rail, the film represents a

group ofindividuals, theésistant More markedly however, the film amplifies the city

itself. Paris is the proverbial hero of the film which even De Gaulle acknowledges
towards the conclusion of the film when he
parli-m° me. 0 The notion of a collectivity beg
accompanies the images.

Film historian Suzanne Langlois reminds us that the Paris insurrection, the subject
in that the event was in actuality a carefully planned priclu@mages465). This
means that the seemingly haphazard appearance of the film as a spontaneous and
incidental document of the insurrection is itself more of a newsreel. Consequently, the
film connects with French film critic and philosopher Francois iy 6 s asser ti on
regarding the constructed parallel between fiction andfiction films. Langlois notes
that film in general during the i mmediat e
hi storical mi ssion to ful ficdtibngmagesdbh. a d o mi

With such moral urgency in mind, postwar cinema of the Purge, whether conscious of its
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own conditions and the legacy of its representations of the Occupation and the Resistance
finds a dominant figure in the image of Charles de Gajlligure 2.]. Therefore, it is
possible to note that De Gaulle is the unstated or implied hero who is visually celebrated

throughout the closing shots lo& Libération de Paris

Figure 2. FronLa Libération de Pari§1944)

Allegiance to either Philliped’t ai n6s | egacy and the Vich
Gaulle and the antichy resistance divided France during and after the war. There are
many shades to this division, but at stake during the Purg&averité and the dutiful
French citizen who harboredtlaen complicity and citizenship.
The figure of Charles de Gaulle occupies a prominent role in the culminating
scenes oLa Libération de ParisThe film does not portray an individual or a singular
hero. Yet, De Gaul |l e 0 s ilmmightsduste mmasaathercooh at t

the Resistance. In August 1944, one month before the Liberation of Paris and five months
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after the execution of Pucheu, the official capacity of the Purge trials had just been

relocated from Algiers to Paris. While thdiofal capacity of the Purge is being

established in Paris unofficial summary executions of citizens deemed as collaborators

was the order of the day. The situation was dire. De Gaulle and the FFI needed to

establish order as the planned insurrectiontferend of the August was approaching.

The climate of having a popular Purge and a legal Purge fostered a tenuous condition for
francité This conflict between the popular and the legal needed a resolution in order for
France to move forward as a unified nation. Did one move forward with De Gaulle as the

new symbol of a liberated France, or did one remain loyal to Pétain, the hero ofiVerdu

and figure of indisputable patriotism? The political and national intersections between De
Gaulle and Pétain polarized French citizens. Charles Rearick summarizes this situation

as: NANEveryone not-Fwande  P®t 25 2) expl@sthatbiaa k i g «
P®t ainéds finew order o Vichy government made
a war hero to the extent that his propagan
Christlike figure, redeeming hsimplydeamled en co
P®t ain to be the nation incarnate: AP®tain
popul ar song fAMar ®chal, nous voil "!"06 from
promoted the local rural life, tierroir, and deemed workandeh | and as fAsavin
graces, the guarantors of an O6eternal Fran
terrorist organization pit against the fab
rallying spirit against the German Occupation presentedacldai nary t o P®t ai

complicity against France which divided the publia.Libération de Parisuggests an
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answer to the civil rift at the time of the Liberation which was to signify de Gaulle as a

unifying and edifying symbol.

......

Figure3. FromLa Libéraion de Paris(1944)

De Gaull eds mar c hhlységs aadlthe nogcurteit eelel@dtienmp s
at the Place de la Concorde carry historic and cinematic value. [Figure 3.]. In addition to
this culminating sequence ira Libération de Parisother notable sequences include the
juxtaposition of shots between the Resistance and the Germans during the street fighting.
These sequences further an iconography of the Liberation. They frame the central
ideological opposition betwedrancitéand regstance. The themes of paranoia,
collaboration, victory, and salvation all layer the narrativeatibération de Paris
These themes play out visually on screen
is narrated by a notabtésistantwithin thefilm community, Pierre Blanchar (English
narration by Noél Coward). Furthermore, the themes would occupy postwar politics and,

as | contend, postwar representation and mnemonic discodrsaaté Additionally,

a
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the film contains shots of collaboratorsdatheir respective charge of denouncing France,
thetonduei women shaven and humiliated publicly, the roundup of Germans, and
American tanks and troops. Together, these shots constitute mnemonic codes, that is, they
become reference points for repetitenmd subsequent iteration for a French public of the
mid 1940s caught in a transitional period reconceptualizing its own collective memory
andfrancité

La Libération de Parisnarks the beginning of French postwar film and
representation of the Occupation. qual i fy the fil més status f
presentation on 29 August 1944 just after the liberation of Paris, by its subsequent
di ssemination throughout France, and by th
to view the short documemta | would even argue that Libération de Pariss the first
postwar cinematic success of France. According té-tlmelation de la Résistance
website the limited available electricity in postwar Paris was reserved for those theaters
showing the film increasing the possibility that it would have been seen. Secondly, |
gualify the filmés status by the images th
representing the Occupation suggesting the influence that this film offers. In addition, |
further qualify the filmbés significance gi
writer Pierre Bost would come to have. In short, as cited biFdheation de la
Résistance A The Liberation of France wil/ have
|l i beration ofiEmebhbcb®cahema. de Paris aur a
pourraton dire, | a | i b®r MeryBrombergerilCe nPmar ér da o n

du cinéma francai§1945)qtd in Debond
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La Libération de Parisets in motion postwar cinema, that is, a cinema that is
one, not censored by Germans, but administered by the French themselves; and two, a
distinct rupture from the poetic realism of threyar period. Despite the seemingly
haphazard production of the film the conc
documentaryo as Susan Hayward has called i
production crew of the CLCF (Comité de Libération du Cinérmadais) led by Hervé
Missir, a reporter during the Allied landing on Normandy, along with a full team divided
Paris into ten sectors and set to the streets during the Battle for Paris between 16 and 26
August 1944. After t he digtheGhampBlyséssvhichr i ump h
signified the end of the Occupation of Paris, the film was quickly turned around and

became the first film presentation of Liberated Paris on August 29, D&bbK0.
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Figure 4. FronLes Enfants du paradid945

AlthoughLa Libération de Parigontains footage that will become stock for

various subsequent representations of the Occupation and the Liberation, it is worth
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noting that the films that would fill Parisian cinemas during the initial years of the
Liberation would le bereft of representations of De Gaulle. For example, in 1945 the top
three grossing French filmksa Cage aux rossignolgemade in 2004 dses Choristes

the much celebratddes Enfants du paradigndCarmencontain no explicit references

to De Gaulle. The two latter works are period pieces which removes any potential
recourse to evoke a temporal signifier such as De Gaulle. However, the opening credits to
Les Enfants du paradiswhich were added after théberation, acknowledges its Jewish
crew. [Figure 4.]. AdditionallyLa Cage aux rossignotskes place ithe 1930s but

centers on the protagonist trying to get publisinetie journalLa Dépéchevhich was

banned after the Liberation for its collaboratend support of Pétaiffigure 5.]. The

following year in 1946 the top three French films contain two representations of the
OccupationMission SpécialandLe Pére tranquilleand a literary adaptatioba

Symphonie pastoralall of which still make a direct reference to de Gaullenere are

two avenues to consider here. First, the respective positions of the top grossing films
reflect what people are actually paying to see. The other consideration is the rebuilding of
theFrenchfilm infrastructure vinich may have influenced the increase presentations

of the Occupatioand the Rsistance.

6 Shot in Nce during the Occupation.

" Alexandre Trauner and Joseph Kosma frequent collaborators with Marcel Carné had fled to the
Unoccupied Zone after the installation in 1940 of
cinématographie, the Vichy organization that restricted Jewislogmpnt in the film industry.
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Figure5. FromLa Cage aux rossignol4945

In 1945, a little over a year after the releaskat.ibération de ParisDe
Gaull ebs interim government created a fMin
continue to be part of the French government through the Fourth Repuotienamed
in the Fifth Republic as the AMinistry of
the | iteral Areconstructiono and Aclmnstruct
October of 1946, more than two years afteiLibération de Parisfilm was nationalized
with the creation of th€NC, Le Centre national de la cinématograpliidationd Center
for Cinematography [Cinema and the Movingage). The implementation of a
regulated public entity positioned film in France to receive structural aid from the
government in all aspects of film including production and distributiari.ibérationde
Paris predates these initiatives which are still in effect today. However, the film was part

of the protenational organization the CLFN which organized and funded the project in
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the interest of creating the collective discourse which resonates imthénffact, the
CLFN declared the films made during the Occupation under Vichy and/or the Germans
as invalid (Jeancolas 113%).
The French film industry suffered during the Occupatidme onset of war had
suspended French film production; and undeiQhbeupation in 1940 much personnel
(actors, directors, crew, etc.) either emigrated from France or fled to the Unoccupied
Zone in the South. As Alan Williams writes in his boBlepublic of Images: A History of
French FilmmakingFrench cinema underthe@cp at i on was fidi sastrou
finding itself with Afacilities and capita
Despite the fact that C.O.1.C., the Comit®
Cinématographique (Organization Committee for the @eéndustry), a Vichy
sponsored agency, managed to save the French film industry from ruin, the eventual
i mpl ement at i o-8emiidlaw¥woualdfyrthes divaletheiindustry. In 1942,
the Germans would take complete control over France andntsnilustry which would
be overseen by Joseph Goebbels, the German Minister of Propaganda. French film
production would continue but under German censorship. During the Occupation, the
Germans managed to control much of the market and controlled Frenghrddionction.
ThepostLiberation reconstruction and reanimatioithe film industryfostered a wave
of literary adaptations reonnecting France with its legattycinema and the ariis
addition to releasing previously unreleased fictions filkesMarcel C a r nL&dsfants
du paradis(Children of Paradise1945),which ran with a credit to thResistanceAs the

Frenchfilm industry regained its momentuafter the liberationrepresentations of the
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Occupation and the Resistance would become popular, some of which would include
newsreels andctualitésto tether itself to French collective memory.

In October 1946, French postwar cinema underwent a careful reconstruction that
would culminate with thestablishment of th€entre national de la cinématographie
(National Center for Cinematographthe CNC.La Libération de Parisvas made
before the CNC was founded making the film more significant because it contains the
immediate and raw memory of the @pation and the Resistance. That is, it contains a
memory unmediated by a national discofir3&e memory represented in the film is
personal to the viewers and the filmmakers. The nationalization of film and founding of
the CNC would mediate the discoursgarding the Occupation and the Resistance,
encounters that would result in a collective discourse towards a singular conception of
francité That is not to say that the CNC dictated content. However, | contend that the
creation of an institution like 6hCNC would influence a collective memory of such a
catastrophic national experience, especially during a time of reconstruction.

Colin Crisp highlights various perspectives surrounding the development of
French cinema after the warma Libération de Parisl e monstrates the #fAcl e
the Aradical b r e a k Bhe CldssictFrei@lo Cirema 183960thgt not e s
occurred in the conception of French cinema after the wad43.3He notes various
perspectives that suggest the complication ofraatec continuity for France. But it is
this film that lays the framework for the public and introduces thecoeen
representation of thesistant acentral figure that will embody popular memory and

become a collective representation during the latérof the 28' century. On the one

8 Similary, La Bataille du railandJérichoare products of a prf€NC film industry. A point which will be
explored in chapter 2.
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hand it is a decidedly radical shift in the production. On the other hand it is the
consequence of a legislative framework established shortly after the Occupation. Crisp
posits that the liberation in fact did not brifegth a new beginning, but rather that the
Ai ndustrial conditions established during
classic French cinemao (44). Although this
framework of a classic French cinema aftex war as a continuity of sorts, his argument
puts emphasis on the economic and the political condition of 1940. | also agree with
Crisp that the political conditions require primacy in the case of postwar cinema, but the
postwar Purge and the aesthetimate of a national impulse and reaction to the
Occupation need further attention in relation to the development of film after the
Liberation.

Crisp provides a useful analysis of the political conditions of the Occupation in
relation to French cinema thaitimately influenced the economics of film production,
distribution, and exhibition. It is logical, as Crisp notes, that the Germans through their
Occupation of France would seek control of
repr es e ntThisdomditiah wquldl B3d to the need to purge any trace of this
effect after the war. The aesthetic response becomes a singular experience that positions
itself firmly alongside film. This conception functions well especially if we consider the
nature 6 film as an accessible and popular art form. Leah Hewitt reminds us that French
cinema after the war was in a singular position aesthetically in tandem with its political
role in that after the war a cinemes cul tur
and its government officials looked on French cinema as an integral part of its postwar

rebuil ding, and more generally of its cult
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of Germancontrolled cinema by pointing out that the control and momigooif
cinematic production by the Germans or thi
totalitarian regimes was one of fAprogressi
and had already begun to take place with the Gewoatrolled production agey,
Continental Films (45). By 1944 Continental Films had achieved a major share of the
market and allowed the Germans to control French film production. It is these political
conditions that led to the articulation of a pb#ieration collective memorthat | find
more useful to arrange French postwar cinema.

Postwar film critic André Bazin notes that after the war there was a lot of death on
the screen in Europe (169, 138). In fact he continues by stating that the war was the only
identifiable object ofepresentation with which a European could identify collectively.
But it is in France where the collective memory of the war becomes complicated.
Franceds status as both officially resist.
for the public astinegotiated its wartime memory (Hewitt 2). Leah Hewitt points out the
significance of film as a medium for disseminating a common memory and for gauging a
publicbs definition of itself. 't is fil mo
positions it to possibly be Athe most forceful
the historical and plallibération delPariedtablisheditsetf f t h e
as a paradigmatic film after the war. It suggested the national andigssieettion of
the postwar memory of the war which as Hewitt further states regarding the nature of
film in general: #Alt i s an effective way t
story, a communal fiction that can organize recognizable eksrmoéa pasi whether as

myth or as critical reevaluatiod as totalizing narrative or deconstructive multiplicity (5
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6), and that A[i]n addition to its capacit
film allows for and promotes the airingofcu ent concerns through t
(re)creationso (6). It is useful then give
how the idea of the Resistance is portrayeldaihibération de Pariend the tone that it
suggests for subsequennfs that address the Occupation.

The Purge promoted a collective cultural identityfrancité Cultural identity
involves an interplay of behavioral and symbolic systems. The behavioral system refers
to distinguishing actions and their respective respemghile the symbolic system
represents the conventions that convey meaning. The result is a permanent yet evanescent
condition. That is, a mutable condition dependent on the dominant discourse. Given the
interplay previously exploredrancitéis thesigrification of the ideal citizen through
thoughts and idea&dvocates of the Purge articulated this ideal citizen in opposition to
treason. For example, initially the Purge utilized rhetoric from the 1789 French
Revolutionds i Rei g neSarticuldtetmecanplicity of hdse guiftye n a |
of treason by identifying acts that are against France. Furthermore, the commehéary in

Libération de Parissonnects certain scenes with the commune of the 18@0s.

example, an image of Charles de Gaull@945 the chairman of the provisional

® From Herbert LottmarThe Purge 1988. pp.44-47).
Crimes to be punished were those alreagfingd in existing legislation; no new crimes were to be created.
Such as Articles 75 to 83 of the penal code.
Article 75 (the principal authority for the trials) defined as a traitor punishable by death:
-Any French person who bears arms against France;
-Any French person who engages in collusion with a foreign power for the purpose of encouraging
it to wage war against Franceé
-Any French person who, in time of war, engages in collusion with a foreign power or with its
agents for the purpose of assistthg acts of this power against France.
Article 76 goes on to deal with defense secrets, demoralization of the army or the nation; subsequent
articles deal with attacks on the security of the nation (punishable by terms of hard labor), acts harmful to
national defense (prison, fines, a fite twentyfive year loss of civil rights.
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LE MONDE ILLUSTRE

DE GAULLE, CELUL QUL CEUT TOUJOURS EN LA VMCTOIRE
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Figure 6.FromLe Monde lllustr§12 May 1945): De Gaulle victoire
www.arretsurimages.net/chroniques/2@1509/Le-Penle-rougeet-le-V-id7718

government and the liberating general on the coveedflonde Illustr@epresents the
optimism of the postwar period against the stark memories of the Occupation. [Figure 6.].

The future president of the Fifth Republic whose call to arms in 1940 indicated himself as
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the personthefolloW( il cal | upon altdrenfain gee o hstakta wh o w
my voice and to follow me. o) and foll ow th
of La Libération de PariswWhile his image is loaded with optimism, its same presence is
parodied later in the sixties. During the May 18$8&dents riots the image becomes a

caricature and resonates more as a generational divider as the image bears the weight of a
burdened administration. [Figure 7 (left)]. The image evokes change yet it is a constant

idea that evokes the legacy of Frenchitg as understood in the distinct silhouette of

de Gaulle and his military hat. The fluctuating images retain the same signified content

(de Gaulle) but its signification varies according to its composition and its context: the

first image evokes the stoand triumphant presence of an esteemed military leader

which becomes its antithesis and caricaturized in 1968 during the dissolution of his

postwar Republic. The silhouette thus suggests the absence of substance or any corporeal
legitimacy. Subsequently t he signi fication of De Gaull e
further connoted, however ironically, during the presidency of Nicolas Sarkozy,
especially during the 2008 student protest
[Figure 7 (right)]. Asimilar arc occurs for Pétain before, during, and after the war. Pétain
represents French nationalism, a return to
signification fluctuates. The valence of such imagery and what essentially are codes of
represerdtion can be worked through a series of questions: How do images resonate

change? What do codes offer a culture? And for the sake of the examination performed

within the limits of this project, how do we identify change and how do we know when

I ncidentally, De Gaulleb6s broadcast was |l argely wun
role in the eyes of the British cabinet of Winston Churchill.
http://www.theguardian.com/world/2010/jun/18/charissgaullebbcbroadcast
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there is chage, or when there is a need for change? | contend that in postwar France the
system of change in the cultural context that is motivated through signification is
understood through the political lens of the Purge which continue to resonate beyond

their speific legal existence of the late forties of Liberated Paris.

Lc“é# m’{ LA CHIEAT

CEST LUY

Figure 7.FromLe Figaro( 1 0 Oct . 2015) : AChienl it o: De Gaull e /
www.lemonde.fr/politique/article/2015/10/15/chiert-mot-mis-a-1-index_4790489 823448.ht

As a film La Libérationde Parisis not just a vehicle for memory or an historical
document, it is an exercise in style. And this style, | contend, comes from the period of
the Purge that puts forth the problematic relationships among French citizens and the
various ideological gsitions with which a citizen can identify. The film would be well
defined as a documentary; however, Francgois Niney reminds usdbetiaentary
here understood to be a narrative representing nonfiction dr éactnot stand without,
or is always imbed with, the fictive. In his studye Documentaire et ses faxpemblants

(2009), Niney suggests that the shbe basic element of a film, amdhich fiction films
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and document@sare basedransforms real time into a narrative; and that the fiction
film can act or pretend to be a documentary because no shot can prove its referent (62,
78).
Let us consider for a moment three respective types of films and their relationship
to representation of the Occupatitua. Libération de Pariss a documentary. | fer
again to NineyO®s LalLibéatian de Parisiodno ctuhmee ng esnor ¢.he e
referenced in its titlé the insurrection of Paris against the German Occupation at the end
of August 1944. Niney likens the contrast between the genres documenrddigtianal
films to the difference between the essay and the novel (16). He reminds us of the
common characteristics of a documentary, often highlighted in its dictionary definition
the opposition of real imaginary: the didactic purpose which is ficti@nal film.
However, to avoid epistemological complications suggested by these oppositions, Niney
surmises that both fiction films and documentaries can have a didactic, or informative,
capacity. He proposes that the documentary could just as welidreng fictional film
burdened with commentary, while acknowledging that this position does not account for
fiction films with voiceover narration (16). Niney uses this playful approach to highlight
a central characteristic of the differences in genreraniilms, the relation to the real.
Niney proposes that the nature of a documentary should be determined not by its content
but by the form (i.e. interaction between the camera and the world), the mode of address,
and the belief demanded from the audience
[L]e caractére documentaire ne serait pas déterminé par le seul contenu
(i nformatif) mais par | a for me (d_(‘)
e i

mode dbéadresse (s®rieux et non f
anthropologique et historique) demandé au spectdteQ
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The character ai documentary would not be determined soley by the
content (informative) but by the form (interaction of canardworld)
and by its tone (serious agénuine) and by theeust(most likely
anthropological and historical) demadd# the spectator. (my trans.)

It is this characteristic which contributes to the development of cultural memory.

La Libération de Paricomprises a commentary written by Pierre Bost and
narrated by the actor Pierre Blanchar and stood for two noteworthy objectives in its
original conception. First it was to serve as a testimony to the Parisian revolt against the
Germans, and second it wasset the standard feuturenewsreels that the CLGkould
release in liberatedr&nce. These newsreels in fact would come to occupy a greater
presence than the American run newsreelsdflonde librg Debong.

To understand the condition of film und@msideration here, it is necessary to
examine different modes of memory involved and what these differences suggest.

Benedict Anderson itmagined Communitieeminds us of the codifying nature of print

language for mnemonic national discourse. Andersggests that novels and

newspapers fAprovi ded-pt lees et dindofgniagideth e me an s

community that is a nationod (25). This

method of developing a discourse. The twentieth century intesdacew technical

means, that is, a new mode of memory: the moving image. Film serves memory in a more

identifiable and accessible structure through its visual compaosition.

Richard Terdiman in his examination of"l€entury cultural memory and
representon puts forth two points that | would like to consider as | see the development
of representation in the $@entury. First, in relation to print culture and newspapers in

particular, Terdiman obser vefsstconsumar ft he

f

ec

da

commodi tyé[ and] became the most wubiquitous
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and of socioeconomic practice which in more explicit, thematic forms it sought to impart

to its ascalise @00 HP argues that newspapers
pag cept i on oDiscourses20)and essantially embédied the dominant

discourse of the middle class. Incidentally, Terdiman examines newspapers along with
department stores as subsystems of the emerging dominant discourse Bfdbetas).

Terd man6s articulation of the function of n
newspaper constituted a technical composition of daily life, that is, it was a sign system

that had organized social life much in the same way that Anderson argues for print

| anguage. EIl sewhere, Terdiman introduces h

suggests is a disarticulation of time and subjectivity where recollection ceases to integrate

with consciousness. I n short, a vadgde mory cr
memory (Rrt3-4 ) . For Terdiman, a fAmemory crisiso
forgetting something over time. I n fact it

incoherence between recollection and consciousness. It is a culturahsteesshe rapid
alteration of the present disrupts the coh
Terdiman finds this fcrisiso toMeantsaryds:t
postRevolutionary writers who contested the hegemonig¢seoéra and who contributed

to what we hold as modernisrm¢dernit¢ . Ter di mands argument f o
a Amemory crisiso is hinged on -a8l%5o0cial pe
Napoleonic Revolution. The Liberation of Paris inaugurateeéw mode in French

history and culture, and the pa@3tcupation Purge evoked a cultural stress not seen in

France since the social flux of the&ntury revolutionary period. In a span of less than

ten years during the Second World War the Frenchrgovent shifted from the
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democratic governance of the third republi
Provisional government and ultimately to the shiegd Fourth Republic. The period in

guestion here demonstrates a series of revolving governnaattsveh its own

ideological agenda acting in the service of the national interest. The postwar Purge

instated a similar mnemonic rupture in the disruption of the ideological expectations

fostered by the Liberatonandbe Gaul | e ds ¢ o nherais a disruptions pe e c h
of consciousness during this period and the Purge in particular denotes a cultural stress. A
cultural stress reminiscent of the&ntury revolutionary period. The Purge created a

lived experience of paranoia and fear that was resgent, or what seemed as an

extension, of the Occupation. While the Occupation is knovweasnnées noirdthe

ADar k Yearso], one might coDakerdear £ he TPlee i
effect was beyond the intelligible and graspable anatestuthe continuity of history. The

Purge trials and the provisional government were a move away from the conditions of the
Occupation, but it was impossible to resurrect the grandeur of the prewar period.

Terdiman bases his theoretical framework in tH& déhtury and not in the century of the
moving i mage. Yet, Terdiman recontextualiz
layering it with the dynamic of social interplayl he textual production of print memory

required literacy and distribution of the té&r public consumption. Newspapers

certainly provided this resource for the public as Terdiman points out; however, the
introduction of film and its effect in the twentieth century and more specifically in the

postwar period as | am arguing, employedge®to evoke principles of culture and

identity, orfrancité avant la lettre. Film made memory more accessible to the masses in
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the dissemination of a collective discourse making it more successful than print media in
creating an imagined community.

Michel Foucault articulates this idea effectively in an interviewL®€Cahier de
Cinéma n 1974. The interview titled, AFi Il m an
election, at the time, of Val ®ry Giscard D
with the rise of théa mode étro in film to examine popular memory and representations
of the Occupation and the Résistance in a-@asillist France. Foucault notes the
political complication of the right, that is, of the national righDef Gaulle and othe
coll aborating right of P®tain. He suggests
current election of DOEst aileghagrinetapdi€i t i on
Loui s IMeombedicie(1974) or evenThe Night Portelll portiere di note dir.
Liliana Cavani, 1974) point to a healing of the breach between them. Furthermore, the
fact that the exoneration of the right by de Gaulle which had ended, as Foucault
describes, with the electi dmtofi sD&dELtm inmgg,b
intothelimel i ght 6 (25). The condition, as Foucau
memory. Popular memory is the memory of the people, that is, of the individuals who are
Abarred from writing, fr gifmonmpdrawitgugthemagvnt hei r
historical accountso (25). Foucault remind
own way of recoding memory which was more active during tHec&tury. These
memories would be transmitted orally or through songsxXample. Foucault continues
by contextualizing popular memory in the postwar era, and more contemporarily in a
postGaullist era, as having been successfully obstructed by various apparati, like film, to

reprogram popular memory. He summarizes hisidepsiny: A So peopl e are
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what they were, but what they must remembe
political crossroads to present a shift in consciousness and a shift in awareness of the

history of France, especially as it relates to theupation and the Résistance. The

primary theme he isolates in the films and the history written so far had been of
representations of heroes (de Gaulle, Churchill, etc) and the absence of a popular struggle
which Le Chagrin et la piti€alls into questionLe Chagrin et la piti€omplicates the

heroic memory of the past to-pgesent the official history of the experience in the guise

of Awhat really happened. 0 The effect 1is t
rise of a social ambiguity in a geGaullist period which urges the French public to

guestion the official history of what they have been told and to effect a perspective that,

in addition to the absence of heroes, was an absence of a struggle. Later, French historian
Henri Rousso in hisdok, The Vichy Syndrom@991), would refer to this Gaullist

mythology agésistancialismeFoucault further contextualizes the contemporary climate

by asking if it would be possible to make a positive film about the struggle of the

Résistance atthemomten Foucaul t 6s observations on th
the critical rejection oParis brulet-iI? and the boyoffice success of the cometg
Grandevadrouillein 1966. Yet Foucault understands that the complication he observes

and his insistece on a popular memory are not simply about the disruption of the hero

di scourse of the postwar period: AThe prob
make a film about a struggle without going through the traditional process of creating

h e r o(@6&. The conditions presented by Foucault urge us to rethink the films of the
immediate postwar. I mode étro presents the end of Gaullism, what dbas

Libération de Parigresent? At the time of the Liberation there is no distinct film
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movementorsy |l e. The <cl assic st yladraditbnde he A Tr ad
qualité) is forthcoming which will lead to its successor in the New WaaeNouvelle

vagug. The early days of Liberation during the Purge consist of a nascent postwar film
industryorganizel by theCLCF, La Comité de liberation du cinéma francais (The

Committee for the Liberation of Cinema), a creative team that would later gain individual
notoriety for their own work. This early film movement contaitise seeds of Gaullism

which will flower shortly during tle Fourth Republic with the election of Vincent Auriol

in 1947.

The insurrection in Paris against the Germans marked a new paradigm in the
development of film. Insofar as the Liberation of Paris initiated a liberated cinema, the
political condition of postwar France in one way constricts yet also fosters the aesthetic
impulse of works that address the recent events of the war. The impulse to identify and
bring down collaborators after the war grasp the collective memory of thehFpeblic.

French individual memory and the private experience of the Occupation became a public
spectacleLa Libération de Parislemonstrates the genesis of a collective memory and

portrays the critical issues that will govern French collective memaooygh discursive
combatuptothetwentyi r st century. HAMemory, o6 Jan Ass
enables us to form an awareness of selfhood (identity), both on the personal and on the

col | ect iCamenurlicativel)9).cConceived during a ped of crisis, or as
previously expl orlaldératian dé Paesfiersayfraneworkofithe , 0
recent events in a mnemonic narrative for a French public that just four days prior had

watched de Gaulle march along the Chefiysées. The memoiseen orscreen rallies

1 For example, in 1954 alone two of the top films of that year belong to two members of this committee:
Jacques BeckeT,ouchez pas au gristand Jean Paul Le Chandfapa, maman, la boen et mai
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its viewers within the cinemas of a politically divided French pubkcLibération de
Paris proposes the direction for an ideologically unified French public in what will
becomerésistancialismé the myth of a collective unanimsuRresistance.

La Libération de Parisvas produced prior to the nationalization of the film
industry in the midst of the civil disorder of the Purge. There is a general feeling of
reconstruction after the liberation of Paris. It is a period of nationahsétwtion of both
the film industry and ofrancité The tumult of the Purge casts a political shadow for the
other films of the perioé? La Libération de Paridilled Parisian cinemas upon its debut
andLa Bataille du railwent on to win the Jury Prizend the Director prize at the Cannes
film festival the same year. This signification becomes more evident as the genres of
films shift into the sixties with dramas and comedies and still even later into thefate 20
and early 2% centuries with a diverssignified content which one suspects was always
already present but had remained untold.

La Libération de Parisletermines codes of representation and many of the
symbols that are prevalent in postwar French cinema such as the imageseisthat
The flm follows a chronology of events that culminated nicely in terms of narration with
a climactic battle and subsequent celebration. Yet the film is also only half an hour in
length with a script by Pierre Bost and narrated by Pierre Blanchar. The bifetigy o
film offers snapshots that become cinematic fodder. However, as the first cinematic
release in liberated Paris, postwar representations of the Occupation and the Resistance

were only barely underway and by extension so was the effort to defimoie.

2The three films represent the same period in question but they do so very diffareeattiiree films
currently being analyzedla Libération de ParisLa Bataille du rail, andJérichg are not an exhaustive
list. Rather, they have been siedlout for their distinct forms which facilitate a general survey ofpost
Liberation representations of the Occupation and #ssRance.
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Chapter 2: Purpose Intention, and the Purge
in La Bataille du rail and Jéricho

The Liberation of Paris in August 1944 generated a liberated French cinema. The
first film of Liberated Paris was the appropriately titled documeritaryibération de
Pariswhich recounted the Paris insurrection against the Germans and their surrender all
of which had happened a few days before th
tension of the Occupation, the valor of the Resistance, and culminated with General
Charles de Gaull eds tr i uElygdsharlioératiomdecParisal on g
exemplifies the significance of film during the postwar reconstruction of the French film
industry. Additionally, it fostereftancitéduring the tumult of the Purdethe postwar
initiative to filter French society of its complicity with the German Occupatian.
Libération de Parisstimulated a category of cinematic representations of the Occupation
and the Resistance. After the Liberation, the Purge expanded. It grava fpablic
initiative to a legal procedure to criminalize collaboration with the Germans and gained
greater prominence in the public imagination. The film industry continued to explore
francitéi the relationship between the dutiful citizen and the Ocamupathe question of
complicity or resistance impressed significant social pressure on postwar France. In 1946,
the flmsLa Batailleduralby Ren® CIl ®me ntJlérghostandes nr i Cal ef
representative examples during the Purge for their articulafifsancité The films use
signs and symbols to mitigate the Purge and to cultivate a collective memory of the
Occupation and the Resistance.

He nr i Jérechoefferd asdistinct representationfedincitéthat is worth
exploring first. LikeLa Libération de Pars, Jérichojuxtaposes the oppression of the

Occupation with the exhilaration of Liberation. Unlika Libération de ParisJérichois
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a more complex narrative of liberation. The theme of Liberation is central to both films
and is the gemal theme of most representations of the Occupation and the Resit&ance.
Libération de Parisaddressew/holiberated Paris by showing that it is Paris, as De
Gaulle asserts in the film, who liberates itself thus personifying the city and signifying its
population. The American army which is known to have participated in the Liberation
has a passive role in the film which focalizes the act of liberation to the French and the
Resistance and contextualizes it as a présistancialise film. For Jérichg francitéand

the Resistance figure prominently, yésistancialismés only marginally represented. It
shows the claustrophobia of the period while complicating the condition of French
citizens. Furthermore, although the Resistance plays a role in thédilmeroesre

pilots of the British Royal Air Force, the RAF. These factors niieholess glorious
thanLa Libération de Pari®r even tharha Bataille du rail(which will be explored

later) all of which result in an early example of the strain enabllective memory of the
Occupation.

Jéricho wasreleased on December 14, 1946. It tells of the liberation by the
British Royal Air Force (RAF) of an unnamed town (which turns out to be Amiens) in
which the German army is scheduled to execute fifty inhabitants of the 3évicho
depicts heroism but ¢hheroism of theésistantis elided. The film includes a dedication
and an epilogue that reference the RAF as the liberator of the town with the Resistance
playing a supporting role. Unlikea Libération de Pari®r evenLa Bataille du rail
liberation inJérichois portrayed as the effect of external forcEsichodoes not
represent the encomium of a sel&de liberation whiclbe Gaulle bestows on Paris at

the end ol .a Libération de Parisinsteadthe RAFdelivers thereedom.
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In an article publishedne year after the Lédoation,JeanPaul Sartre observes:
AThese days, i f a man i1isndét willing to say
enemy of tibeeatiopl®l).gdreSartredommentson the agency of the
Resistance anits legitimacy one year lateHe provides a window into the Purge and the
burgeoningésistancialismef 1946 tosuggest dubious agencgf the Resistancia the
Liberation.Sartre hdicates thatésistantialismeavant la lettre was already an aspect of
postwar ollectivity. Regarding the &istance, Sartre states that the Liberation was the
result of Allied forces andouypesplewsoawr yl y t
leaving oftheir own free will, and by the time the insurrection first broke out the
Gemans had already b eldgberationtlgl).Aeyveaacru aatfet etrh eS acri
article,Jérichowoulde c ho Sar t r e éepresenslibeeation lbythe RAEN d
Despiterésistantonly marginally effecting liberatigrlérichoemphasizebuman
ageny i n freedom. Tfhragde domsmo tvwhei citp oSveerrt roef ac k
previously mentioned article and which Sartre underscores as the essentially unifying
principle of the Paris insurrection irrespective of the impact of the Resistance:

All Parisfelt, during that week in August, that it still had a chance, that it could

still win over the machine; and even if the battle had ended with the crushing of

the Resistance forces, as it did in Poland, these few days would have been enough

to prove the pwer of freedom. So it makes little difference that the FFI did not

strictly speaking, liberate Paris from the Germans: at each instant, behind each

barricade and on each street they exercised freedom for themselves and for each

Frenchman(163)

Jérichois a representation of an historical experiehdtlee liberation of fifty
hostages at Amiens scheduled for execution after the murder of two German officers.

Aerial documentary footage contributes to an effect of realism and serves as an homage

tothe Britidh Roy al Air Force. The film portrays t
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spirited victims of the Occupation, the Resistance as a small and restive and almost
ineffectual enclave, the Germans as impersonal aggressors, and the British Royal Air
Force as visant heroes despite their limited-sereen presence.

The film presents the isolation of the Resistance and the RAF while presenting
their interdependence. The Resistance and the RAF are working towards the same goal of
liberation yet the film presentsdsfference their respective force and authority. The
townds inhabitants ( wésistantyareinthedr hoeegspthei ze her
résistantsare in their hideouts (and their homes), the British army is geographically
isolated, and even the patrolling German soldiers appear isolated from the town they
occupy. All of these factions are interdependent yet the film presents how they come

togetherat a single point in history.

Figure8. FromJéricho(1946

Jérichobegins with a standard title screen and opening credits over a background

soundtrack of a German military march. The marching boots of the German soldiers



50

signify the oppressive regimad serves as a leitmotif for the German army. Urlli&e
Libération de Parisvhich employed cultural codes that were politically motivated (i.e.
les tonduesDe Gaulle) Jérichoimbues a mundane object: the boot, with the
signification of standing in for .hGerman army. This example of metonymy produces a
new cultural code that will function alongside those already introduded lirbération

de Paris The marching becomes a thematic element at two poignant scenes in the film.

Figure9 FromJéricho(1949

The first scene is in the opening of the film. This scene establishes the tone of the
omnipresent German soldiers. The cadence of their boots tramping around the town is
menacing yet it concurrently disempowers the soldiers because it signals to thestown
inhabitants of their approach. The shots of the marching soldiers vary from either close
up tracking shots of the marching boots to long shots of the marching soldiers. [Bigures
and9]. The emphasis is on the boots and their sound as the soldiesslaced to

faceless automatons. The second scene comes near the end of the film before the planned
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execution. In this scene German soldiers march in formation to the execution site. [Figure

10]. This second scene is the prelude to thead by the Royahir Force that will

destroy the German hold on this town and provide the culmination to the allusion

established in the title of the fortified biblical town of Jerittand to the destruction of

its walls. Despite the foreboding presence of the soldieese is a disempowering of the

German soldiers in both scenes. A similar effect occurs in the opening scene of the film.

Here, the sound of the boots ends abruptly when the dialogue in a café commences.
Although the rupture could have been a technicatdition in sound editing, this rupture
connotes the significance of the citizenos

citizen takes precedence over the threatening presence of the Germans.

Figure10. FromJéricho(1946

B ncidentally, the film takes its title from the historical raid by the Royal Air Force: Operation Jérstho
called because of the rampart surrounding the town.
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Leah Hewitt remindsis that postwar French cinema conforms to French historian
Ernest Renand6és assertion of forgetfulness
which Benedict Anderson also echoesnragined Communitieglewitt points out that
De Gaul | e 6rsof Framae galvanizedia mythosréistancialismehat
appeared markedly on the screen (10). But such a vision of France is absent during the
immediate postwar period of the Purge. The immediate postwar period is largely glossed
over by Hewitt withthen di cati on t hat fian abundance of
before the French public, 0 and noting that
and that between 1946 and 1948 France averaged about three films per year on the topic
(35). In short, Hewttdoes not adequately explore the period in question. The question to
explore then is not simply why were these films of such interest, but how or to what
extent were these films engaged in the poetics of reconstruction, or more specifically in
the processf the Purge which can be understood as an ideological turn that fostered an
aesthetic and political response in the collective consciousness of the French public?

While any selection of films might sufficiently explore this question, | have
chosen the ta films for this chapter for their singularity in terms of representation about
the Resistance. In particular, | am interested in the imagery that presents an idealized
French public. By extension, | want to show how this imagery demonstrates an implicit
relation to the Purge which is part of the cultural fabric and the psyche of a French
audience viewing these films. Most importantly however, the films were selected for their
popul ar acclaim in French cinema as sugges
impressive guideCinépassiong2000). WhileLa Libération de Parigloes not appear on

this list, it provides the framework for working within this context and provides some of
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the visual vocabulary and the images that will be recycled which establismtiefiere
continuity among the viewing public.

What makes this film about the Resistance and the Occupation? Despite the
temporal markers: homage to the RAF and the presence of Germans marching in the
town; what are the signs that categotléecho as a repreentation of the Occupation?
Renowned French film critic André Bazin notes th&tchois a respectable film but
suffers because of its dialogue (110). As
doesndt have a high t odrdngta Bazie, afilnogignifgingal ogu e
the Resistance should contain a prevalence
one can associate with the Resistance.

By comparison, recall that the actions documentddhihibération de Parisre
underscoredby a voiceover narration. As a documentaby Libération de Pariss
expositional; Jérichq a fictional film, presents an intersection of filmic demands. It
commemorates the action of the RAF and it presents a story of the internal conflicts
among theéhostages. Interestingly, it includes a collaborator as a charcater. This character
indicates the period and signifies a distinctive action in the recent memory of its
contemporary French audience. The image of a collaborator distinguishes this film and
postions the film as a document of immediate postwar experience. Calef usesmsose
to evoke critical moments for the viewer as in the confessional scene and during the
marching sequences of German soldiers.

A French audience of 1946 would be familiar wiitle framework okignsthat the
film evokes.JérichoandLa Bataille du ail are both released in 1946 with Bataille du

rail becoming the paradigmatic film of the Resistance. In 1944 whadnbération de
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Pariswas released the episodic imagesoofdies of Germans, of fighting in the streets

and of the heroism of the Resistance against the backdrop of Paris flood the screen.

[Figures11,12, and13].

Figure12. FromLa Libération de Parig1944)
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Figure13. FromLa Libération de Parig1944)

Audiences also see De Gaulle as the liberator and benefactor of Liberation
receiving a bouquet of flowers from a grateful citizen. [Fidi#é. Historian Charles
Rearick points out in his bookhe French irLove and Wa(1997) that the French
public throughout its wars of the twentieth century were in constant negotiation of how to
articulate its past into a contemporary situation of war in order to maintain a positive and
mythological approach to its setfentity. Rearick illustrates thaes Enfants dparadis
which debuted in Paris of March 1945 reaches beyond the idyllic prewar years into the
midni neteenth century t o ev tepaitpeopeinfac, me hon.
Les Enfants dparadisoccupies a definitive role in the perception of postwar French

cinema in that among the top grossing French films that year, it is the only film currently
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distributed widely* AlthoughLa Libération de Parisvas the first billed film of postwar
France andeceived a positive response across France and bdyemé&nfants du

paradisis the first popular postwar fiction film, especially in PafiZhe significance of

this position can be underscored by the symbol of a flower, a subtle icon that would later

reonate in some of C|l ®mentoés early fil ms.

Figurel4. FromLa Libération de Parig1944)

The image of the flower, Rearick notes, became prominent in the postwar cultural
life (271). As Parisian nightlife resumed to its prewar grandeur during the Purge, Maurice
Chevalierbés song AFl eur de Pariso which de

favorite among the French public (271). The titular flower signifi@scité. As

1 The top grossing film in France in 1946Tike Great Dictato{1940) by Charlie Chaplin from the United
States.

15 Actuallly, Les Enfants du paradis a special case in which the film was relekesfter haing been made
during the Occupation.



57

expressed in the song, the flower has kept its colbfse, white, and red after four
years and blossoms with hope:

Pendant quatre ans dans nos coeurs

Elle a gardé sealeurs,

Bleu, Blanc, Rouge,

Avec | 6espoir el

l e a f i,
FIl eur de Pari s. ( -G0E0L:@2)u

eur
e Pariso 00:00

I u
r d

For four years in ourdarts

She kept her colors,

Blue, White, Red,

With hope shdlossomed,

Flower of Paris(my trans.)

The song invokes the pervasive and probable resistance of many citizens in the
role of public service including the grocer, tax collector, pharmacist, etc. all of whom
have cared for or nurtured the fl ower. I n
similar association as its portrayal lies with characters who embody dutiful citizé&nship
Public servantgésistantsand children.

Cl ®ment 6s use of f | ofaeittas dambinstrated @l
de Pari s. 0 LUe®aretranquer(®46xNoéiNoél plays an insurance
agent/clandestine leader of the local Resistance unit who uses his orchid nursery to
conceal his true identity. Also, ifreux interdit§1952) the young protagonist, Paulette,
carries a floweiadorned necklace whidtlichel, the boy who endears himself to the
recently orphaned Paulette, tries to hide when she is taken ggridarmesn charge of

retrieving lost children to return them to the Red Cross. These two films function as

bookends to the imagery of the flonehh at begi ns with the popul a
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Paris'® Le Pére tranquillevas released shortly aftea Bataille du railin 1946 and
Jeux interditsvas released in 1952. These films coincide with the years of the Purge. It is
probable that Clément did natténtionally create this bookend treatment. However, the
timing of the films and their respective use of flowers function as symbolic markers of
the period.

The aftermath of the liberation of Paris required significant reconstruction in
order to reconstite both Parisian life and the public psyche. In Paris of September 1944
cinematic activity was minimal. There was a shortage of studios especially since the
largest and most productive studio of the Occupation, Continental Films, had been run by
theGermas. These conditions are outlined in gr
diary forLa Belle et la bétea film which would eventually be released in 1946
(Jeancolas). Despite these and other conditions of film production, Parisiatifaight
would oon return and Clément would put together his most notable work of the period:
La Bataille du ralil

In 1946La Bataille du railbecame a popular success and immediatatypial a
singular, almost mythical position inéfich cinema which is still true togldts popularity
alone in particular allows us to contextualize the film in terms of collective mentory. |
quickly beame a highly celebrated filmnd appeared at the first Cannes Film Festival the
same year and won both the Jury Prize and the Grand Prix (International Best Difector).

To underscore this point, Noah McLaughlin in his béo&nch War Films and National

16 To some degred,es Enfants du paradisontributes to this imagery through the eponymously named

love-interest in the film, Garance. Flowers comes to stand in for the character played by Arletty.
Additionally,thecha act er 6s name i s al so t h garanoeAltthoudhbes a t ype
Enfants du paradisvas released after the liberation and its flower imagery corresponds to the period in

guestion, the film was actually made during the Occupation and predates the song.

17 Also, in 2010 the film was one of the official selections of the Cannes Classivsardigitally restored

and rereleased on DVD.
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Identityc o n ¢ | u dleaBaatllehda tail] vilaf a story that the French wanted to tell and
be toldo (116). McLaughlin also sugbaests t
Bataille du rait 1) It was the most celebrated film of its time, 2) It has a documelikary
aesthéc, and 3) It eschews the Western convention of an individual protagonist for a
collective one. Consequently, the film offers its own perspective of portraying (and
possibly recovering) a divideftancité La Bataille du raib s representatio
chemnots demonstrates collectivity through the activity of the Resistance. While the
content ofLa Bataille du railappeals to collectivity and embodies postivancité the
form in which the content is communicated is worth exploring as well.

La Bataille durail is part documentary and part fictional film. The documentary
film footage evokes a sense of reali¥@| ®ment 6 s early work in th
cameraman and director of short documentaries influenced this aspect of the film
(Williams 303). Infact,Clémnt 6 s wor k on a documentary of
Workers entitledRésistancé-er would become the feature length filra Bataille du
rail. The use of documentary or steidotage to evoke realism was a feature of films
about the war during this peripds was seen withéricha While Le Peére tranquillavas
more of a character analysis portrayindividualrésistantsLa Bataille du railfocuses
on collective action for its representatidithough there was an uptick in film

production, the postwarlin industry was still recovering.

18 Bazin actually says that this was one of the faults of the film that, as he defines it, prevented it from
achieving the unity of style of a mast edrémice € &: A
(151).He notesthafiCon- u ~° | 6ori gine comme un documentaire
film ait souffert de son ®tirement final. Sauf e
i ntri gue e sfisanté dans sa conktraictidn dransatiqueresun peu confuse dans son

| oppement . Le film ndéda plus Il a nudit® du docun
ord ses per so(tbhldYy.es et ~ 1l eur histoire

o

e
P
Xce
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National reconstruction and the Purge seemed like inauspmomattions for
film production. Nevertheless, Clément was an industrious filmmaker during the Purge.
In addition toLe Peére tranquilleandLa BatailledurailC| ® me nt 6 s ot her f i | |
this period includé.es Mauditg1947) andAu-dela des grilleg1949). Liberated France
provided the opportunity to return to prewar conditions of cultural entertainment, and yet
La Bataille du railreflects the problematic pcess of postwar film production. The initial
production ofLa Bataille du railwas for it to be a short film documenting the French
railway workers]es cheminotsAs production continued and as Clément screened
portions to backers of the film, he garreemore interest in the film until it became what
it is todayi a feature length film representing various stories of the railway workers
including their derailment of a German artillery transport. Its final sequence represents
the victory of theésistantrailway workersLa Bataille du railculminates with in the
capture of the German soldiers and the declaration of liberation of a provincial French
t own . During production, ClI ®ment i s workin
of Reconstruct i on 0Canitédrancande tibBratiorsnhtiandle w of t h
which saw the production and distributionLaf Libération de Pari®ne year earlier.
Moreover,La Bataille du railwas released in 1946 before the creation oQbetre
national de la cinématograph{€NC) and its eventudbisd 6 ain 1948 which would
ensure financial support for the creation of French films. Despite these condiaons,
Bataille du railwas a succeska Bataille du railwould not be glossed over as one of
many. Instead it would stand out as a singular aelnent in the representation of the
Resistance and as an early contributor to the promotion of a mythos of the Resistance

which would polarize the French public during the Purge. The paradigm that these early
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postwar years created was a binary of those caiaborated versus those who did not,
and if one was not a collaborator then one presumably was a member of the Resistance.
During the Purge, the French film industry was reorganized to engage more
directly with national identity and the effects of thecQgation. As a result numerous
feature filmsabout the Resistance were made. These films addrizgagedé not just for
the nation and for how it perceived itself, but for audiences abroad as well. This aspect of
the films was important given the visildéevisions of France during the Occupation and
the ongoing civil division of the Purgka Bataille du railemphasizes resistance and
more specifically the theme of f#Aactiono wh
social responsibility andngagemenC | ® m eLa Bataifle du railexhibits this aspect
of engagemerthrough its distinct form and content as part fiction film and part
documentary about the actions of the Resistdmttging the Occupation.
The suturing of documentary and fictional film lia Bataille du railcreates a
stylistic overlapping. The overlapping can be read allegorically as a reconstitution of a
dividedfrancitéand cultural memory. In much of the scholarship on the film, the Purge is
often just the historical backdrop during thei | més producti on. For
Lindepergbds articl e APol LatBataile Huraabn dc oNasrirdaetris
the political tug of war during the fil mbs
Clément financial support seelito mediate representation and political allegiance in the
film. However, there is no interpretation of the climate to imply its influence on Clément

or on the production of the film itself. Ultimately, the Purge and its political transition

19 From this point forward | use the term Resistance to refer to both the railway workers, about whom the
film concentrates, and thmaquiswho also play a significant role in the film but seem to occupy a critical
yet marginal role of resistance in the film
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complicate ay potential aesthetic postwar cinematic intention. | contend_gn&ataille
du rail fulfills a purpose. Contemporary viewers of the film constitute citizens in the midst
of social and political reconstruction which stirs a particular effect in this reelid he
idea is analogous to the politically minded scope of literary creations which Sartre qualifies
with his notion ofengagement
Film scholar Suzanne Langlois observes that postwar cinema in 1946 demonstrates
a shift. She asserts that immediate repeent at i ons of the Occupat
Resi stance i nsi whchd madef marsy earlien exagnplas disappointing.
According to Langlois, the earlier representations were disappointing until relebae of
Batailledurailwh i ¢ h f i msthetse and emotioral vaeight on all films which came
af t Enages47Q). The argument Langlois traces is that these early explorations lacked
an Aessence of t he Re s LaBnutalle dugailay orierttingthd wa s
film to tolie timactRiesnstance. Here we see th
statement about the proverbial essence of a film about the Resistance which he felt was
missing in an example likeJéricho. Langlois further concludes that postwar film
production revolved around navigating the Purge and the respective valfraaoite
Langlois articulates this point efficiently:
Despite the emphasis placed on action, it is possible to discern somevaluie
expressed in the films. They were collective: patriotism, solidarity, andesyeit
de corpsas far as railway workers were concerned. These values could inspire a
range of attitudes: energy, courage and audacity, sometimes even recklessness; or
discretion and humility, or a spirit of sacrifice. No individual was irreplaceable.
Patriotism remained the essential motivation and a common denominator because
it could reconcile the Resistanceds di v
political ideas were moving to the Left after the Liberation, the emphasis on action
in postwar films allowed for this reconciliation, even including the-aagublican
Right. The spirit of the Resistance, for a good part influenced by patriotism, was

more comrerned with the republican values of liberty, equality and human rights.
But the spirit of the Resistance was not considered a very cinematographic subject
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in 19446 so the patriotic Right, even the argpublican type, could be included in
postwar films. Anti-republicanism would have been contrary to the spirit of the
Resistance but was not contramythhe action of the Resistan¢479)
Langlois reconciles the problematic that seems to distill contrasting political motivations
into core values. This atrast of politics and values eventually disseminates into the
action of the films which effects a purposive cinema. For my argument, | borrow
Apurposive cinemao from pioneer film criti
defi nes A pur pacisema with & responsibke socia mtention. That is, it
fulfills a conscious purpose which is ethically and ideologically responsible or as
Grierson has descr idigbt@ qgtd. inEllis B4d)rimteprgsemi d a t h a
consideration of Clénm, and more specificallya Bataille du rai| this cinematic
intention must be read within the politics of the Purdlee public trials and executions
of French citizens. Yet we must also consider the urgency to document the travails of the
Resistance agstimony beyond any political motivation. fact, Clément was concerned
with achieving authenticity of the subject. He felt that casting actual railway workers as
actors would help achieve his desired authenticity. He was also concerned with timing of
the filming and wanted to avoid delays while shooting because his intention was to
provide a visual testimony and to shoot the reality of the event and not artificial ruins
(Langlois ImagesA72). Clément is working in a postwar context where prevalent
cinemati ¢ trends in postwaeaEusmper 6&acmmanyg?o:t
Triummerfilm(Rubble films), suggest a distinct aesthetic for representation.
The medium to unifyrancité was French postwar cinema this was most likely
due to its social and histoakmission. On one level unification involved reaching into

the cul tur al fiber of Francebdbs historical
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other hand it meant exploiting the function of film to bring people closer together
(Langlois Images466). La Bataille du railhas a mission and function as previously
stated, but this function is to serve as an effect within the spectrum of categories
emerging in this period.

Three distinct categories exist in postwar French cinema. These categories include
the large scale productions of tha Tradition de qualitéor the Tradition of Quality,
film noir, and the apparent successor to the Tradition of Quiatiouvelle vagugor
t he A Fr en c haBatdidevdu rdiless mot a Tradition of Quality filmit is not
film noir, and it is much too early to be a New Wave film. Yet its timing can qualify it as
partly Italian neorealist for its postwar working class subjects, or even, but to a lesser
extent, as a Rubbl e fi |l mdiprepsfmomshewantb C| ®me n
create authenticity in the subject matter. Central to each movement and of primary
concern for Clément is the effect of realism. In an interview in 1985, Clément reminds us
that he had always sought realism in his films, as se@o-tela des grilleg1949) for
example. Clément further insists that he was shooting in the style of the New Wave ten
years before the fact (71). His example here helps to articulate the difficulty of categories
especially since creative innovation canbetbound categorically. No aesthetic
movement is made in a void. Therefore, the Purge provides unique condiiongver
briefi for a cinematic aesthetic. Despite the emergence of the Tradition of Quality, the
fiction of the period is at a crossroadggpresentation and memory.

There is no distinct cinematic category for films during the Purge. Instead, what we
find is a group of films in the process of both rebuilding a national cinema and tethered to

a tenuous political backdrop. These films, likeeBataille du rail demonstrate a politieo
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aesthetic in the vein of collective testimony and representation. If the Purge is marked by
Sar t r e éngagemerar the fpast of the artist or writer, the conditions for filmmakers

is analogous. In 19464 Bataille du rail shares the French cinematic field with imported
films and hol dovers from t he PODecchw(Mamanon, | i
Ferguson et al) or the British filfihe Thief of BagdadLudwig Berger et al), both

originally from 1940. Unlike the other film&a Bataille du railis a selfreferential film.

It is a representation of recent eveants an.
Symphonie pastorate escapistadventue t o a di st ant LpQ@apitan | i e R«
La Bataille du railuses authentic material from the war which approximates it to Italian
neorealism. However, Italian neorealism has a distinct grounding iffgsxsst Italy that

does not necessaritprrespond to the French postwar experience. Nevertheless, Langlois
reminds us of yet another category of films from the f#ras-documentsFilms of this

nature demonstrate qualities of both documentary facibn films (Images 474).

Regardless of a tegory,La Bataille du railis an example of a postwar nationalization of

French Cinema, that is, a national cinema that, J&egchg constructs a narrative of
endurance and human freedom. Since film had both a social and historical mission to fulfill
during the immediate postwar periddeaching into the fabric of a national consciousness

of Franceds role in development of <c¢ci nema
educative function (Langloismages466), cinema was the best medium to ufiigncité

The Liberation of Paris presented the opportunity for France and in particular, French
cinema, to initiate a renewed social program similar to the way that was taking place in

Italy and Germany. Althougha Bataille du rail does not necessarifit into any of the

postwar film categories, one might consi d
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However, this label does not account for the distinct effect and condition of cinema in
France during reconstruction and the Purge.

La Bataille du railhas a function during the Purge. However, this function is to
serve as an effect within the spectrum of categories emerging in this period. The films made
during the Purge perform a distinct effécit is a purgative effect which generates a
particular nterpretation of postwdrancité instituting signposts and markers which will
determine the aesthetic motivation of the postwar. In addition, the films constitute a unique
direction in French cinema creating a narrative of national unity.

Unlike the visuhdand overall composition of Tradition of Quality filmsa Bataille
du rail is more concerned with effect than quality. Hollywood films inundated the French
market after the Liberation. The consequence of such an influx of American cinema, forced
the Frerh to compete at the level where success was assumed to require high budgets for
stars, attractive costumes, elaborate sets, etc (Williams 278). Or as Alan Williams observes
about the Tradition of Qual.it yfulfilinddéprs ar s t
and storiesRepublic284). The consequent cinematic wave of The Tradition of Quality,
among many factors, was to compete with the American market and to emphasize a
tradition of AFr Ganagtdio nqu &l ist ¢ @isgehadifiEdrae 1 .c h O f
noni Ger maneél Aamernacrmano and the representation
or uniqueness. In short, French cinema during the Purge, like the public trials from which
these films germinate, emphasiziancité to construct a d@tinct representation of
collective memory. However, the pressure lfarBataille du railwas not necessarily an
Afexoticodo American ci nema. I nstead, the <co

condition of rebuilding and restructurinfyancité after the @cupation fostered an
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atmosphere of purpose in French cinema, especially when it came to representing the recent
memory of the Occupation and the Resistance. The war had divided France literally and
ideologically. The result was a period of purging anyghantiif Fr ench. 6 The r
memory of a German controlled cinema led to filmmaking that underscored national unity.

Made during the Purgé,a Bataille du railis not strictly a Tradition of Quality film. It
nevertheless produces an effect. It generates a particular interpretation of frestois

and constitutes a new direction in French cindraaBataille du railconstructs a narrative

of national unity. his function of the film corresponds to the literary movement of
engagemenhat Sartre defines during this transitional and agitated period. Consequently,

La Bataille du railis a committed text and engaged politically.

Figure15. FromLa Bataille du rail (1946

Let us consider two scenes friraBatailledu railt hat demonstrate t |
political engagement and promotionfadncité The film begins with a scrolling preface

that lists the production companies involved and informs viewers of the historical
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backdrop. The documentary footage of the Resistance with aceécanarration in the

first part of the film contributes to itealism. Despite its realism, the film also functions
allegorically to constitute a themefo&ncité For instance, three important codes
contribute to this theme: first, the smoke/steam of the opening sequence; second, the
railway system itself; and thirdhe city of Paris. These codes are cultural and generate an

associative effect for the viewe-caledhi ch br

successful postwar films.

-

Figure16. FromLa Bataille du rail (1946

The use of smoke/steam during -folde f il moé
[Figure15.]. The billowing smoke immediately suggests the central figure of thé film
the train. It further connotes the murky and suffocating atmosphere of the Occupation.
Smoke and steam are recurring motifs and return throughout the film at critical moments.
They are represented conventionally throughout the film trailing behind moving trains,

jetting from braking trains and those preparing to run, but their reappearamgeatur
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execution otheminots uggests the trainds personificat
implies autonomy by the train as seen by the way the train seems to disrupt the execution

and assert its resistance against the Germans. In the scene imraoisleegin to

bellow smoke/steam and whistle in response to the death cii¢heinotsThe second

feature is the railway system itself. The significance of the railway iegglént because

of the title of the film. However, its importance is indicatieughout the opening

credits of the film from |isting Ales chem
thanking the French Railways National Society (SNCF). Nevertheless, the symbolism of

the railway system that is underscored in the film conrotds-source like an

interconnected network of veins and arteries that sustain the life of the nation. First,

consider the openingloiga ke wi th the trainds arrival T
soldiers who remain mostly immobile and awaiting tleeitrn 6 s ar ri val . The |
observation is the resemblance to Lumi rebd
and the trainds diagonal arrival Cl ®ment w

cinematic tradition. In fact, Clément was filmihg Bataile du rail on the 58
anniversary of Lumi reb6s famous train shot
scene evokes the subordination of all the characters to the train and railway itself. The

mostly immobile German soldiers appear powerless mgaftr the approaching train to

stop. [Figured6andl7. | . Furthermore, the scene evoke:-
Clément is working with particularly cinematic material, that trains and the railway have

been privileged themes of film (150). Finally, thérd featureneeding exploration is

Paris. The capital of France indicates a national referent which is absent in the film. Paris

is the city which defines the nation, and it is the city which must be saved. Yet, the






