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PROLOGUE

COLLOQUIO/GESPRACH
AN IMAGINARY DIALOGUE
BETWEEN PIER PAOLO PASOLINI
AND RAINER WERNERFASSBINDER

Rainer Werner Fassbindexrt? With the things you do, you try to sensitize
your audience in a certain way to life and the wiaatound them. That's a
sensitizing process which you've put yourself thiroand now have to
transfer to your audience — that's all it is.

Pier Paolo Pasolini: It's much more! Artists museate, critics defend,
and democratic people support works so extreme they become
unacceptable even to the broadest minds of theRwver.

RWEF: If art, or whatever you want to call it, seizes thggortunity to get
discussion going among people, it's achieved itgimam effect, | think.

PPP: In every shot it can be said | set myselfpitedlem of driving the
spectator to feeling intolerant and immediatelgafards relieving him of
that feeling.

RWEF: | entertain. | tell stories in such a way that the viegoer is

entertained and afterwards is no stupider. Film ¢gwve the moviegoer the
courage to continue expressing things, taking aitjpms on them, and
making it known. | do feel that film as a mediunm ¢ effective in all
sorts of ways. And it's always a means of entemaint, and should
remain that, too. Like literature, which is alsopgpwsed to be fun, or
music, quite aside from the effect it can have.

PPP: But the message is almost always evil, figgpcritical, even when
very sincere. Who could doubt my sincerity wheray shat the message
of Salois the denunciation of the anarchy of power amditiexistence of
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history? Nonetheless put this way such a messafgdsis, that is, logical
in the sense of that same logic which finds thatgrds not at all anarchic
and which believes that history does exist. The pfathe message which
belongs to the meaning of the film is immensely enaal because it also
includes all that the author does not know, thatthis boundlessness of his
own social, historical restrictions. But such a sa&ge can't be delivered.
It can only be left to silence and to the text. Whaally now is the
meaning of a work? It is its form. The messagedtme is formalistic;
and precisely for that reason, loaded infinitelyhaall possible content,
provided it is coherent—in the structural sense.

RWEF: With films, | would argue much more for shock effebecause |
agree with Kracauer when he says that when thedigo out in the film
theatre it's as if a dream were beginning; in othwords, a film works
through the subconscious.

PPP: Ok, so what's the difference between cinendareality? Cinema is
identical to life, because each one of us hastaaliand invisible camera
which follows us from when we are born to when vwe tet’s talk about
life, about happiness...

RWEF: What we are taught to experience as happinesspisetext that a
society shaped by various forms of compulsion sffiee individual. And
I’'m not about to accept that offer. | get the stzinto go on working from
my utopian ideal, from my perfectly concrete yeagnior this utopia. If
this yearning is driven out of me, I'll come to ead end. That's why |
have this feeling I'm being murdered as a creapegson in Germany,
and please don't take that for paranoia.

PPP: The problem is consumerism, which in Italy thestraits of a real
anthropological catastrophe. | live existentiallstcatastrophe. It is from
this existential experience, which is direct, ceter dramatic and
corporeal, that all my ideological protests emergee called it second
fascism, which isn’t paranoia either.

RWF: Once we had a fatalistic form of fascism, whichyonlorked
because of the widespread urge for destruction,redsethis new form,
what we have now, is actually much worse becatlssattling in for the
duration. It'll look perfectly innocuous, peoplelwthink they’re living in
a free country, and so on. To me the developmatisttaking place today
seems more depressing somehow, because you caarftytlting to fight
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it. All you can do is keep your eyes open, anaif go, you certainly see
the craziest things, if you look really hard.

PPP: That's why | want to attack the permissiverdssur new ways. So
far, society has repressed us. Now it offers onlyfamse front of

permissiveness. One of my characters says: “Whilgiey represses
everything, man can do anything. When society l®gio permit

something, only that something can be done”. Thithe terrible result of
our new liberties: a greater conformism than evefoile. Today's

tolerance is false, because in truth nobody has leaé to be as normal
and conformist as the consumer; and as for hedoridmelies a decision
to predetermine everything with unheard of cruelty.

RWEF: The everyday oppression people experience is reaimi could
almost go so far as to say that you really can'tkmanything but crime
films. Everything should be declared criminal. Yead the paper, listen
to the news, and you get madder and madder at whathear, see, and
read. | got to the point where | didn't feel likeidg anything but portray
criminal situations.

PPP: Here there is a desire to kill. And this debionds us together like
sinister brothers in a sinister failure of an entiocial system. | pay a price
with the life | lead... it is like descending inkell. The first tragedy is a
shared, obligatory and mistaken education thatefoioto us the need to
have everything at all costs. Everyone is guilgcduse we are all ready to
partake in this game of massacre in order simplgassess. The lessons
we have been taught are: have, possess, destronorfible New
Prehistory will be the condition of late capitalisumtil its end. Late
capitalist industrialisation will dry the seed ofiskbry. That's why a
structural revolution is necessary.

RWEF: But I'm basically against any form of organization. I'anromantic
anarchist. How can we preserve individuality in etatly organised
society, in a system that will soon be using coemgub store information
on each of our habits and preferences, if we dfight it with halfway
similar methods? As in fact the reactionaries aoénd. As for democracy,
| understand it as something that functions likeadeidoscope, that is, not
permanent revolution, but permanent movement, peemaquestioning
by every generation.
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PPP: | miss the pure, direct revolution of the esped people whose only
aim is to free themselves and determine their o@stidies. | believe such
an historic moment could still arise in the futuBeit | want to be clear: |
go down into hell and | know things that do nottulib the peace of
others. But hell is now coming up to everyone.

RWEF: That's why the theme of my films has remained #mes and

always will: the manipulability, the exploitabilitgf feelings within the
system that we live in, and that at least one gai@r or more after us
will certainly have to live in. Take terrorism. the last analysis terrorism
is an idea generated by capitalism to justify bettefence measures to
safeguard capitalism.

PPP: The bourgeois is a vampire that finds no peatiéit has sunk its
teeth into the neck of its victim for the pure, pl;yand natural pleasure of
seeing her turn pale, sad, ugly, void of life, coted, corrupted, ill at
ease, full of guilt, calculating, aggressive, fgirig, just like him.
Workers, intellectuals and students alike haveba#n bitten at night by
the vampire and they too are unwittingly becomiagpires themselves!

RWEF: Only those who are truly identified with their owglves no longer
need to fear fear. And only those who are rid efrtfiear are capable of
loving nonjudgmentally. The ultimate goal of allnen endeavour is to
live one’s own life.

PPP: For a long while now | have been feeling aafgrestalgia for
poverty, both mine and that of others, and | haid that we were wrong
to believe that it was evil. These were reactionaffirmations that |
nevertheless knew | was making from an extremetheft has not yet been
defined. | saypoverty, not utter deprivation.] am ready to make any
necessary personal sacrifice. As compensationpuidvbe enough for me
to see the old way of smiling return to people’sefs the old respect for
others that was respect for oneself. Then it mapdssible to start over
again.

RWEF: | believe life doesn't become manageable and aiiessntil the
moment when death is accepted as the true aspegisténce. As long as
death is treated as a taboo, like remains unintémgs A society based on
the exploitation of human beings has to treat deatta taboo. In my life
there came an important moment when my body sugdealized it was
mortal. Since then life’s been much more fun for me
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PPP: In fact | have realised that freedom, this temi@us word, only

means, in its deepest connotation... “freedom to saateath”. This is a
scandal, because to live is a duty: on this powothbCatholics (life is

sacred as it is a gift of God) and Communists (ouoest live as it is a duty
towards society) agree. Nature also agrees: antelp us be lovingly
attached to life it provides us with the “conseimatinstinct”. However,

nature is ambiguous, and to prove its ambiguitglsb provides us with
the opposite instinct, the death-drive. This caetftiakes place in the
depths of our soul, in the unfathomable depthswasall know. But

“authors” have the responsibility to render thisiftiot explicit. They are

tactless enough to reveal, somehow, that they “wamtie”, or else that
they want to disobey the conservation instinct:roore simply, disobey
conservation as such. Freedom is a self-damagiagkabn conservation.
Freedom can only be expressed through martyrddaherein insignificant
or a substantial one. And each martyr martyrs Himd@ough the

reactionary executioner.

RWEF: The terrible recognition that we will come to anderinstead of
liberating us, which it actually could and shoul@dther shores up our
tormented pursuit of pleasure, our happiness in mdiocre unfreedom.
The enjoyment made possible by this recognitionthaf ultimate
meaninglessness and actual fortuitousness of emdgfence-indeed of
every existence from that sacred moment of redognitn, which should
confer meaning on it again in free decision andagrgrength in the fight
for something wonderful, possible, meaningfullyfeaing meaning in the
midst of meaninglessnesgvery existence is not taught as enjoyment to
be experienced, not as pleasurably liberated plegshut as fear. This
admirable jungle seems to have no way out, exbeptigh the decision in
favour of death, or the path into madness. One @den | demand a
decision of myself, | hope I'll have the couragectmose one of those
paths, and not to settle for an easy way out.

PPP: Until | die no one can guarantee to reallywkmoe. It is therefore
absolutely necessary to die, because, so long asiveiewe have no
meaning, and the language of our lives (with whighexpress ourselves,
and to which we therefore attribute the greatesipoirrance) is
untranslatable; a chaos of possibilities, a sefmchelations and meanings
without resolution.Death effects an instantaneous montage of our;lives
that is, it chooses the truly meaningful momentsl awits them in a
sequence, transforming an infinite, unstable, amckrain present into a
clear, stable, certain, and therefore easily deabté pastlt is only thanks
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to death that our life serves us to express oueselditing performs on
the material of the film the operations that dgaforms on life.



INTRODUCTION
BETWEENUTOPIA AND NIHILISM

FABIO VIGHI AND ALEXIS NOUSS

In an age when Europe is increasingly perceivednagdministrative and
bureaucratic machine unable to inspire socio-malitipassion, it is
perhaps time to bring back Walter Benjamin’s reftets on Paul Klee's
Angelus Novuswhat if it is only by directing our gaze to theins of the
past that we might be able to think the New? Whanore precisely, we
can imagine a truly alternative vision of Europdyobny redeeming the
utopian spark betrayed by key events in Europ&smepast?

The present collection of essays originates imgernational conference
on Pasolini and Fasshinder which was held at Cdddtifversity in spring
2009. The aim of the conference was to reflect on thgone of nihilism
and utopia not only as they are articulated in Rasand Fassbinder’'s
cinemas, but also, and at the same time, as thaifygthe cultural legacy
of Europe. While with this volume we cannot aspimeexhaust such a
complex issue, our intention is nevertheless taage a space for debate
on what we deem a crucial question concerning tlesegmt and future
configuration of Europe, namely the significance safch concepts as
utopia and nihilism.

Pasolini and Fassbinder are amongst the last fagithors to have
emerged in Europe. Born in Italy and Germany, tinigrited a traumatic
social and political past which they chose to aslelither directly or via
different topics related to the cultural memory Btrope. The link
between law and violence—a quintessential Westelandary that has
haunted European philosophy sinkatigone—is, for instance, a central
preoccupation in their works, illustrating what Gg&immel called “the
tragedy of culture”. This tragic dimension is refled in their aesthetics

" The conference has been generously supported ByndBgan University
(ATRiuM), the Goethe-Institut (London), the Gerntambassy Cultural Department
(London), and the Italian Cultural Institute (Lomjo
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through a number of similarly articulated and uohesd tensions: high
and popular cultures, theatre, literature and cayddeology and narration,
major and minor codes of expression.

The uncompromising character of Pasolini’s and Ifaser's works,
fluctuating between utopia and nihilism (but alsadttion and revolution,
mythology and realism) encourages us to reconsgldijective and
collective questions which from today’'s perspectsgem lost forever.
These questions are often unconsciously embeddetiein films and
require critical interventions aimed at locatin@nh against the grain of
conventional criticism. To only look at these qims$ in the context of
the 1960s and 1970s and their climate of revolisesisthe scope of the
two authors’ creative undertakings.

The cinemas of Pasolini and Fassbinder presentrdb@&uof common
features that, in their comparative capacity, hgeeerally been neglected
by commentators. Their works can be analyzed aguprh a variety of
themes, such as class, sexuality, race, religioarcay, nationalismetc.
Our book focuses on some of these themes, unrgviiiir potential to
speak for a European identity to come. We belidnat & reflection on
Pasolini’'s and Fassbinder’'s cinemas provokes usasking difficult yet
pressing questions, such as “What is the Europedtare today?” or
“What does it mean to be European?”

Our book opens with an imaginary dialogue betwéentio directors.
For the first time they do here what they did navé the chance, and
perhaps the desire, to do when still alive, i.scdss some of their ideas
concerning film, society, politics, life and deaffhe dialogue has been
pieced together from a selection of comments magePasolini and
Fassbinder in interviews and short intimate piegé® artificiality of the
format does not detract, we hope, from its attetoignify some of the
real concerns emerging from the uncommon imaginatenergy, and
intellectual awareness of both authors. The aithisfdialogue is therefore
to reopen some of the wounds from which the voigk$asolini and
Fasshinder can reach us today, addressing quetiainare still here with
us, and more often than not remain unanswered.

The book is divided into two parts, each containsingessays. Part |
consists of essays attempting to bring together ttie directors by
comparing a number of key features within theiistict and intellectual
sensibility. The six essays in Part I, on the othend, focus on specific
themes emerging in either Pasolini or Fassbintieyygh often suggesting
comparative implications. In the opening essay aft P, Mauro Ponzi
argues that the most fruitful way of linking Pasoknd Fassbinder is by
reflecting upon both their pessimistic vision ofetlmodern notion of
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progress and their use of artistic materials drawom tradition in
thoroughly original ways. Quoting Benjamin, Ponziwes that “organizing
pessimism” should be seen as the motto uniting IPasmd Fassbinder.
In the following essay, Vighi considers Jacquesalrés notion of surplus-
jouissanceas a useful interpretive lens through which Passliand
Fassbinder’s works acquire a strong political sigance whose potential
remains intact today. The representation of “entrdpumanity”, Vighi
argues, attests to both authors’ desire to idethdy surplus dimension of
our social constellation which, in Lacanian ternis, the site and
expression of a radically antagonistic universalitye third essay, by
Emanuela Patti, also makes use of the Lacanianefremk to discuss the
meaning of cinematic realism as developed by the divectors. Patti
argues that what is at stake in their cinemas ti®nly the question of the
representability of the real, but more cruciallatttof the emancipation
from what is perceived as an oppressive systemepfesentation that
informs our reality. In Chapter 4, taking as a calntask the analysis of
self-expression as a particularly revealing entojnpto Pasolini's and
Fassbinder’'s cinemas, Deirdre Russell probes aquesstof authorship,
subjectivity, and marginalization. In doing so, stréically evaluates a
number of commonalities and divergences betweentulte directors.
Turning his attention to the profilmic, the followg essay by Stefano
Baschiera looks at the relationship between bodl sgrace as a way to
politicize Pasolini's and Fassbinder’'s respectieguvre Focusing
especially onAccattone and Mamma Roma(Pasolini), andMartha
(Fassbindey, Baschiera explores types of cinematic aesthbtsgd on the
representation of bodies which are over-determimgdlass conventions,
from that of the sub-proletarian to that of the fgmois. In the final essay
of Part I, Lauren Faithfull makes a case for thewnextion between
Pasolini and Fasshinder on the ground of their ma® common
mobilization of death-drive intended as an ethgtahce. Faithfull focuses
especially on Pasolini and reads his use of desggadr critical tool as well
as a source of hope.

Part 1l begins with a piece by Agnés Blandeau erargithe notion of
heresy as appropriated by Pasolini through his imaigreading of
Chaucer’'sCanterbury TalesBlandeau contends that Pasolini’'s choice of
Chaucer should be seen as an attempt to bringetdotie the heretical
potential inscribed in th@alesas a way to promote subversive counter-
discourses emerging at the margins of the domioaet In the following
essay, on Pasolini’Sald, or the 120 Days of SodpRicardo Domizio
argues that the film’s power to shock and provaktibe located beyond
both its literal and symbolic impact, preciselyiis deliberate disruption
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of the process of signification, which ultimatelyakes Pasolini's last
work irredeemable. Catherine Nigianni’'s subsequessay engages with
the question of myth in Pasolini, looking partialjfaat Decameron the
first film of the so called “Trilogy of Life”. Disassing Decameron
Nigianni examines Pasolini's take on the sacreds Hisplay of
contradictions and humour, as well as his use dhrag a form of artifice
and parody. In Chapter 10, Béatrice Gonzaléz-Vdragal Alexis Nouss
reflect on the impossibility of realism (and thelism of the impossible)
in Fassbinder, especially in relation to one of miasterpieces, the epic
1980 film Berlin AlexanderplatzHere the authors consider questions of
adaptation from literature to film (not only Fasuier's reading of
Déblin’s novel, but also Phil Jutzi's one of 193While unraveling the
interconnections between utopia and nihilisnBerlin Alexanderplatas
well as in other works by Fassbinder. The questioamdaptation returns in
the following chapter, where Richard Hand analyBassbinder’'s work
The Bitter Tears of Petra von Kaiftitoth as play and as film, i.e. as a case
of self-adaptation. The use of melodrama as aninaligvay to attack
bourgeois sentimentalism is here regarded as tlyeféature of this
complex work. Moreover, Hand draws on his own eigue directing the
play—one of the highlights of our conference in 208&o discuss
guestions of characterization and reception. Bmall Chapter 12 Michael
Goddard and Benjamin Halligan develop an engagiigogue on
Fassbinder and terrorism, expanding their discasaround such themes
as film aesthetics, film theory, and the socialftots of the 1960s and
1970s. Furthermore, they draw a series of thoughigking parallels
with European directors of Pasolini’'s and Fasshisdgenerations.

The volume ends with a “double-bill” Epilogue. EjrAnthea Kennedy
and lan Wiblin illustrate their video installaticentitled For Children
which was created specifically for our conferendde aim of the
installation was to reflect on the place of childreithin family and state
through images and ideas from films by Pasolini Badsbinder. Then, to
conclude, we have added a dialogue we recorded diatedy after the
screening of one Pasolini’s lesser known works, ghert film Che cosa
sono le nuvole®ith this dialogue we intend to draw attentiomstfiand
foremost, to what we regard as the fertile intensmions between an
artistic object of sheer creative power, and thaceptual issues that
define this volume, namely utopia and nihilism e twider context of
Europe’s identity.
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CHAPTERONE

PASOLINI AND FASSBINDER
BETWEENCULTURAL TRADITION
AND SELF-DESTRUCTION

MAURO PONZzI

In November 1991, Heiner Miller, the famous Gerrpéaywright, took
part in an international conference on Walter Berfja in Rome,
organized by the University of Rome “La Sapienzdis contribution to
the discussion was extremely unique: he read twhiobwn poems and
an old poem by Pier Paolo Pasolini. We can see daa&nj Pasolini,
Miller and Fasshinder as one constellation onlyafconsider them in a
very particular way. In fact, the artistic areasuinich they worked and the
artistic languages that they used, are very divérkere is, nevertheless,
something that ties these authors together: thessimistic conception of
history, their sceptical view of modernity and—Idsit not least—an
artistic procedure based on a montage of differeaterials in sharp
contrast with one another. Both of these authoms uzllegories and
images drawn from marginal materials to which thelgmit the ambitious
function of expressing the crisis of their epoctheif artistic method
represents a break with tradition, which is carfiedvard by conceptual
“jumps”, “illuminations”, in which the allegory pls a fundamental role.
In his essay on Surrealism Walter Benjamin wrote: fact organizing
pessimism means to estrange the political frormtbeal metaphor and to
discover in the space of political action the rati@bsolute imagined
space Bildraum)” (Benjamin 1980: 309). “Organizing pessimism” tbu
be the motto that unites these authors.

“The duel between the industry and the future”:hwihese words
Heiner Miller defines “the cry of Marsyas that lkgahe lyre’s ropes of
the divine flayer of skin” (Miller 1989: 22). In &gk mythology, the satyr
Marsyas is the central figure in two stories invwiedy music: in one, he
picked up the double flute that had been abandbgesthena and played
it; in the other, he challenged Apollo to a musicahtest with his lyre.
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The victory was awarded to Apollo, who tied Marsyas tree and flayed
him alive. Heiner Miiller emphasizes the cry of tygng Marsyas, which
broke the strings of Apollo’s lyre.

Marsyas’ mythos is very useful in describing, atliegally, the method
of these writers, who “invented” new artistic laages (even if they found
them in the cultural tradition and adapted themthe present). These
authors challenged the sacredness of art and emptahe destructive
character of modernity with their challenge to #stablishment. Pasolini
sets himself, therefore, on a critical thought pssc which picks up
directly or indirectly from that legacy; its rootearly lying in Nietzsche’s
thought and its nihilist component. He draws frdma éxpressive means of
artistic languages and also their eccentric mettiwat,is the tortuous and
mediated approach through which art becomes itsesgwn—and this
involves the necessity of expressing meaning thialiggory.

The author’s striving to modify a given situatiotg oppose the
continuous catastrophe of history, is destined aib, it is the cry of
Marsyas. And we have to acknowledge that Pasobdi éxpressed in a
literary and cinematic form, since the beginning tbé 1960’s, his
scepticism towards progress and modernization, bett formulated his
critique of industrialization and modernity throughegories and using
prophetic tones. The strange constellation of Beima Pasolini and
Fassbinder makes sense only when related to thigueritypical of
modernism and its allegorical language.

Pasolini was one of the few intellectuals who did have any faith in
progress. He affirmed the Italian cultural folkdentity and always denied
the easy optimism of science and technical progtéssejected early on
the American way of life, in which he saw the dangka language and
behavioural homogenisation and a levelling dowralbfvalues. He was
practically the only Italian intellectual who wadtt revaluate the cultural
tradition and identity at a time when all intelleats, on both the left and
the right, manifested an unshakable faith in pregréaVe have to say,
nevertheless, that he was not the only Europeatemto show a certain
scepticism towards the false promises of happittegshave characterized
modernity since its beginning. | do not refer heréhe manyaudatores
temporis actiwith whom Pasolini had nothing to do. | mean thisséated
and eccentric intellectuals who tried to follow @mginal—and utopian—
path, blaming and criticising those false illusiosending out a cry of
alarm. Intellectuals who did not refuse the techgmal novelties of
modernity, but who rather knew how to use themhtutmost, who built
theories of progress, who were masters of commtioicaand
nevertheless blamed the nihilist and destructivaratter of modernity:
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Baudelaire, Nietzsche, Karl Kraus, Fernando PesAtdter Benjamin, to
name but a few. Pasolini’'s international reacheishpps better appreciated
in foreign countries (especially in Germany and-nance) than in ltaly
because it is easier (and quite automatic) for tteerelate his theories and
intellectual attitudes to other European writers.

The goal of Pasolini’'s work was the recovery oftatdl values that he
contrasted with the material values of the afflusatiety (then in an
embryonic state), identifying the former with thoskthe “folk” (even
though this conception had a strong idealistic comgmt). Consequently,
Pasolini strived for the education of people frawér classes to draw on
high, “classical’ cultural traditions. The ratioreducational and the
nihilist-destructive elements represent a permacenflict in his work,
but they constitute at the same time its politdiatension.

Pasolini lived in a very difficult transitional ped, during which Italy
passed from agricultural production to industriiian. He recognized
and condemned early on the contradictions of thiseAcanisation of
Italian society. Fassbinder lived through anotheriqal, where Pasolini's
utopian ambition to change and improve modern $pci&s no longer
practicable. Both filmmakers represented the “uplyagonsciousness” in
an affluent society. While the communications systelebrated daily the
achievements of progress, with the post-war teagyl causing
widespread euphoria, both flmmakers shatteredilioision and revealed
the pain, the discomfort, the trouble of livingan affluent society, and
gave it an artistic form of expression. The pelingbaspect in their films
does not consist in the erotic sequences, whicly #® often shot
provocatively, but rather in the fact that they umgbt into question the
developmental model of post war society: an afftussciety with only
one goal, namely to always produce more and newermnmdities, a
society in which the citizens are handled only ast@mers, one in which
everything can be bought. The euphoria for the tieve, for the new
commodities, for the new reconstructed country leleed by media
advertising, was merely the facade behind whichappmess and misery
dominated. The work of these filmmakers showedtiraés brutally, at
times poetically, the uneasiness of modernity. Thegre therefore
censured, insulted, and sometimes persecuted. Todan the affluent
society and industrial production are beginningléstroy themselves and
endanger the very life of the planet, the worktase filmmakers allows
us to remember that, as it were, all that glittesed not gold in the recent
past.

When we want to try to grasp the core of these simparallel lives
and receive the powerful signal that their workenowinicate, we have to
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point out that sometimes the outsiders—despite fhaisonal neuroses—
precisely because they are excluded from the darhingeological
coordinates, are able to locate and criticize trenntrends of social
development early on and send a warning signaltaimodernisation and
the oppression and exploitation it carries witlelitsWe can use here a
sentence from Walter Benjamin: “All the New thaisthociety can hope to
become will turn out to be an ever present realibych less able to
redeem it than a new fashion to renew society” [&am 1980: 1256, my
translation).

Still more perturbing is the way in which both diters constructed
their works. They were indeed both influenced bgtkiche’s thought,
pinpointing how the “unhappy consciousness” canbkst expressed
when a work of art represents the self-destruatieenents of modernity.
The uneasiness of the individual in the modern dayesponds to the
identity crisis caused by those wrong answersHhosé illusory promises)
of which Benjamin speaks. The “even newer” in thd seems only new;
the changing face of modernity reproduces the oldgp relations.

The lives of both filmmakers diverged in the endt Ibecause both met
with a tragic death, but rather because both asthohieved a different
historical dimension. While Fassbinder changed wembvated the style
and language of German film, Pasolini created amclemnaking
dimension insofar as he claimed to radically ddgcthe developmental
model in all its social, linguistic, artistic andromunicative aspects.
Pasolini called into question the affluent socidtyg, myths, its illusory
promises, its communicative and artistic languabiesaimed to save from
oblivion not only the cultural values of Italiartdrary tradition but also
those images and concepts of classical antiquitwhich he found the
psycho-anthropological heritage of western culture.

What joins these two filmmakers—more than theirngeoutsiders,
more than their provocative attention to the eroticore than their
Oedipus-complex—is simply their “negative” approdohthe production
of art. Both—each one following a different but gléel path—conceived
art as an artist’s failure, one that inevitablydedo self-destruction, but
through which it is possible to make a radical abciitique and to give to
a work of art an effectual and compelling expresgiawer.

Both authors expressed in their works a sense aif Holitude, their
‘outsideness’, but they needed to work with a teaith a community of
friends, which was perhaps a substitute for anlidedost community
(perhaps a lost family). Franco Citti says of Pasol'When Paolo is
shooting a film he works creatively and wants egigcto shoot a film
about friends and among friends” (in Naldini 19891, my translation).
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Both filmmakers developed a frantic, even furiouittade to work,

because artistic expression was the only posgiltditepresent their world
outlook, to give an artistic form to their vitalisra sense to their self-
destructiveness. Art was the only possibility tokemahat Nietzschean
“will to nothingness” visible and productive. Botlvere authors of
transgression, because they believed that the boisig could only be
shocked through excess, and that they could créateestly and

effectively only by expressing themselves throughexcessive artistic
language.

When Nietzsche says that Moderns stand in fronthefpast like a
eunuch in front of a woman (who, for him, represettie “eternal
inaccessible”) he marks an insuperable borderlieénvéen past and
present .Though all his arguments aim to affirmgpkendour of the past
and the “weakness” of modernity, he does not wantdver to identify
himself with antiquity: “But even if we wanted t®assure ourselves
happily about this calling to be the followers otiguity, [...] nonetheless
we would find it necessary to ask whether it mustags be our purpose
to bepupils of a declining antiquity(Nietzsche 1967-77 vol. IIl.1: 302,
my translation). The upsetting novelty of Nietzsshepproach to
antiquity consists of the deconstruction of an ‘@pan” view of Greek
culture and of the consideration of its Dionysianthonic aspect, namely
of a rupture that opens the way to nihilism.

The “untimely” expresses an “eccentric” critique lmimanism. The
“untimely” catches the secret germinations buriadthe pre-Christian
antiquity and brings back modernity to this labgminwhich gradually
emerges from the tragic Greek world, emphasiziggrés like excess,
intransigence, overbearing and disgust. In factlemaity is for Nietzsche
the reflex of a representation of antiquity. Allethdisruptive and
transgressive force of transition philosophy, wheglarches for the roots
of theological and moral world-order in the subdegan labyrinths of
ancient thinking is, therefore, concentrated inilim.

Knowledge for Nietzsche happens through “astonistiirterning into
pathos as soon as we perceive that life goes by, that dattaminto
nothingness. Only life, “that dark, stringent fardasatiably avid for
itself”, is sitting in judgement of the past. Howey vitalism turns
immediately into nihilism: “Only the man whose bse& oppressed by a
present need and who wants to cast off his lo@hwafprice has a need for
critical history, that is, history which sits in dgement and passes
judgement” (Nietzsche 1967-77, vol. 11l.1: 264).rg@min’s concept of
history—despite the multiplicity of its roots—isathwhich “judges and
condemns” (look at Blanqui, “called as judge to thibunal of history”)
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and “saves the past” from oblivion. However, Nietes wrote that “a
person must have the power and from time to tinreiug break a past
and to dissolve it, in order to be able to live. Manages to do this by
dragging the past before the court of justice, stigating it meticulously,
and finally condemning it. Every past is worthy obndemnation”
(Nietzsche 1967-77, vol. Ill.1: 269). It would bedundant to emphasize
the consonance of this meaning with Benjamin’s ephmf history, in
which the “sentence” does not involve the forgettiof certain images
which leap forward or flash up from the past. Theitical way” of
conceiving history consists of breaking up and aliseg the past.
Benjamin radicalizes this meaning of Nietzsche: theges of the
“happened” have to be torn away from their contbate to be “quoted”.

Nietzsche conceives his own thought as “untimelgt, rather in
opposition to his time.In him there is an ever-present “tension” in his
relationship with his epoch. His interest in antigus also conceived as
“untimely”—in strict opposition to the instrumentalse of the past
operated by the others “humanists” of his epoch—ibuthis warring
relationship with his century Nietzsche becamenttoelel for Benjamin’s
approach to history and time: fighting against tiassumes the meaning
of “brushing history against the grain”, to upsétough action the
nihilism implicit in the negation of his own epotfor the benefit of a
coming time"—as Nietzsche wrote @n the Use and Abuse of History for
Life (Nietzsche 1967-77, vol. 111.1: 247).

At the beginning of 1965, in a letter to Don GiomaRossi, Pasolini
used an image from the life of St. Paul to define dwn situation:
“Perhaps because | have always been falling offraeh | have never sat
boldly in the saddle (like many powerful men or p@inners). | have
always been falling, with my foot caught in thersp, so that my run is
not a ride, but something like being carried awaiyh my head in the dust
and knocked against rocks. | can neither remoumtldw’s or Gentile's
horse, nor fall on the God’s land” (in Naldini 198293). The famous
image of Paul’s vision is reformulated here andgfarmed to express his
negative theology. In a similar vein, Walter Benjarspeaks in a letter to
Gershom Scholem on Kafka of the “inside of nothieggof revelation” to
define his own path to art. Pasolini here transégthis negative and self-
destructive conception of art using Catholic imatgedescribe his cinema
and its connection to religion. The image of arideing ‘carried away’
suggests a hint of that “storm blowing from paratiisvhich Benjamin
mentions in his allegory of the angel.

Walter Benjamin tried to define the nature of madtsr While other
German emigrants put all their hope into the cohceb progress,
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Benjamin conceived a book project, thassagen-Werkyhich centred on
a strong critique of the modern and its social ealural structure. The
famous allegory of the angel facing backwards wabknost
incomprehensible for his contemporaries, becausgaBen’'s conception
of history was very peculiar, eccentric even. Hiaywof arguing, his
approach to modernity was, in fact, dmweg—an eccentric one. Walter
Benjamin’s work is mainly characterised by thisdiof “sitting on the
fence”, and his method allows him to recognize diestructive traits of
modernity earlier and more clearly than his conterapes. He draws the
concept of a cross-section from architectural taoioigy and uses it as a
key with which to interpret several artistic anctisb phenomena of his
time, in which it is at the same time possiblertxée the end of the whole
epoch. In architecture, the cross-section is araakie representation of a
building, depicting it as if it were sliced downetmiddle. It shows the
parts used to construct the building (the stru¢ttmenponents). The cross-
section does not reproduce the whole building,dings a very particular
view from an unusual angle and is sometimes ab#htov aspects that in
other views would not be visible. Benjamin wantedptovide a cross-
section of his epoch, because he believed thatlmnlyoing this would it
be possible to represent modernity and its illusidrhe work of Pasolini
and Fassbinder fits just as easily into Benjamagecept: it is after all a
cross-section of modern affluent society, and fthim perspective we can
look at its neuroses, its uneasiness, its darkpaniirbing side.

Fasshinder created two parallel forms of film, nefd to by the author
as “Kinofilme” and “burgerliche Filme”. The concepf “Kinofiime” is
very similar to that of Pasolini: in his essHycinema di poesiaThe
cinema of poetry, 1965) he affirms that the wraed the filmmaker use
images drawn “from the world of dreams and membride speaks of a
“dictionary of images”, a “system of linguistic sig/'. It is much like that
which Walter Benjamin calledBildraum (image-space); namely a
reservoir of dreams, memorys and cultural images fwhich the author
draws to express his artistic language. The cultdaradition is a
fundamental component of this imagined space.

Fassbinder used, on the one hand, German literatyfiem tradition
and, on the other, Hollywood tradition with all ikchés. In fact, he said
in a 1974 interview:

What | would like to realize is a symbiosis betwestrooting beautiful,
powerful and pleasant films, like those Hollywodlh that nevertheless
do not justify the bourgeoisie. | have a dream:ntake a beautiful,
powerful, fantastic German film that neverthelesscizes the system as a
lot of films in Hollywood do. (Fasshinder 2004: 358y translation)
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The model for his Kinofilme was also the work ofdaod and Rocha,
as well as the Frenchouvelle vagueFassbinder's way of reaching the
public and achieving success consists in blendinglodlywood-style
melodramatic setting andHeimatkunst (German literary and film
tradition). Born in the post war period, this sedméave been the wrong
time for him; he therefore referred to himself as'‘Besatzungskind”
(occupation-child). He was able to overcome hidtg@eelings, indeed his
identity crisis about being German, only by drawiag the German
authors who criticize the social system: Brechier, Doblin, Odén von
Horvath. It would be possible to recover Germanaty if man had
connected art production directly to those of theiMar Republic, before
the Nazis. As he said in an interview a few how®te he died, he aimed
to build a German Hollywood and not to go to Holbad itself.

Fassbinder conceived his own work as a resistargansgt the
homogenisation of modern society. Indeed, he askedn interview:;
“How can we preserve our individuality in a totatlyganized society, in a
system, that in the future will store all our habiin computer?” In
Fassbinder’s best films, his critique of the modswniety is supplemented
by a reflection on the destiny of a woman. In hRBtrilogy on German
women, he was able to interlace the melodramafecebf Hollywood
with a strong critique of the German economic ni@aBeyond a facade
of bourgeois respectability his movies reveal akgemund of oppression,
exploitation, cruelty and disappointment.

His film language takes shape, therefore, in amngit to use the
provocative expression of the avant-garde in whidh respectability of
the bourgeoisie collapses and breaks over the emfrshe film, whilst
using images depicting the social contradictiongd adifficulty of
interpersonal relationships. All of this is repmaet®el with a ruthless
cynicism to develop the leitmotif of the salealilibf emotions. The
filmmaker combined this provocative tone with théempt to reach, if
possible, the general public. He recognised themiatl in Hollywood B-
movies, a functional model employed to disguise thneelty of the
represented situations. He represents the scenas over-refined way,
but the clichés he uses—the camera angles, the ssibse and
claustrophobic representation of spaces—qgive Himsfian estranging
effect that link his production to that of Brechrt.fact, in his work there is
a strange amalgamation of strict formal rigour andestranging effect of
light and colours that exemplify the return to fteehs of the theatre
(Brecht, FleiRer, etc., models which he utilisedstagully).

A great deal has been written on Fassbinder's adime with the
German literary tradition. The use of the literanodel is, however,
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characteristic of the so-called “New German Filwith Fassbinder, the
literary model and its adaptation is nevertheldsgmygs oriented to an
actualisation, a translation, a transfigurationhe visual form and his
outlook. Therefore, the cultural tradition changissexpressive function
insofar as it is deconstructed and rebuilt in aagticompletely different
expressive context. The sense of his Hollywood rbds not, until now,
been sufficiently analysed, and here he found atissl—without giving
up his poetry of cruelty—which allowed him to reatie general public
and to break out of the cine-club reserve. Thecslpsituation of a
sentimental triangle—with all its psychological $&ns and ruptures—
appears both iMaria Braunand inLola. It is represented as a critique of
the bourgeois double morality and, at the same, time& woman’s attempt
at “emancipation”, selling her body and her ematido improve her
material condition. And just as these female clhtaracand the narrative
structure are drawn from the German literary tiadjtthey are, at the
same time, inspired by Hollywood film. Indeed, Hasder's films—
centred as they are on desire, dream, anxiety hadfdilure of the
individual—are crammed with quotations and refeesnfrom the literary
and cinematic tradition.

In his film La ricotta (1963), Pasolini shows a film being shot in the
countryside, on the outskirts of Rome. What is beshot is the
representation of the crucifixion, Christ’s passiéinthe beginning of the
film, the character of the director appears, playg®drson Welles, who is
really a projection of the author himself. This gHfdm marks one of the
best moments of Pasolini’s film production, becawsecan find here—
even in a synthetic form—almost all the motifs & poetry: namely the
iconography of the cultural tradition, the ridimdi of clichés, the
centrality of folk figures, the focusing on hungemverty, reification
and—last but not least—the Catholic iconographyisited through
pauperism, which is the leitmotif of this work. the film narrative the
director (Orson Welles) answers the questionsjofimalist in a way that
is in part provocative and in part a declaratiorhisf poetry—confirming
the identification of author and character:

Journalist: What do you want to express with tligrynew work?

Director: My deep, archaic Catholicism.

Journalist: What do you think about Italian socpety

Director: The most illiterate people, the mostdant bourgeoisie of
Europe.

Without doubt, this is the belief of Pasolini hirliséle always tried to
“translate” the cultural tradition into a languaged images accessible to
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the masses. This assertion is, at the same timenet-linguistic
interpretation of his own film: the character Stiaevho struggles all day
long to feed his family with the lunch provided filve extras on set, but
who then eats ricotta to satisfy his atavistic lermgepresents nothing but
the actualised and folk version of Christ’'s passionfact, he dies on the
cross during the shooting of the film. The représon of the Passion of
Christ as filmic fiction becomes the true and ceterdeath of the poor
man.

Pasolini's aversion to the bourgeoisie is not opdfitical, but also
caused by the fact that the Italian bourgeoisieoissidered by the author
to be especially underdeveloped from a culturahpof view. At the end
of the interview sequence Ira ricottathe director quotes from a poem by
Pasolini, written in June 1962:

| am a force of the Past.

My love lies only in tradition.

I come from the ruins, the churches,

the altarpieces, the villages

abandoned in the Appennines or foothills
of the Alps where my brothers once lived.

| wander like a madman down the Tuscolana,
down the Appia like a dog without a master.
Or | see the twilights, the mornings

over Rome, the Ciociaria, the world,

as the first acts of Posthistory

to which | bear witness, for the privilege

of recording them from the outer edge

of some buried age. (Pasolini 1975: 344)

Memories become allegories of change, regardingmigtpsychological
situations, but also and above all the topograghiecity, the memory of
squares and buildings. And Pasolini describes #oical change of the
Roman outskirts with an equally critical approakle. writes in his poem
Il pianto della scavatrice (The digger’s cry)

| strip in one of the thousand rooms
where in via Fonteiana people are asleep.
On everything you can dig, time: hopes,
passions. But not on these pure

forms of life... (Pasolini 1975: 103)

The digging of the machine to change the form & tlity is here
compared to excavating memory. The author rechlistime when he
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lived in the outskirts of the city which he felt mechanging “more
quickly than the heart of a mortal’—to use Baudelsiwords (Baudelaire
1975: 85).

Pasolini began as poet and always remained a @ost, when he used
other expressive media. He was a poet of excesmvogation, of
symbolic expression, but always pursuing a utopiamgtaphysical,
aesthetic ideal that becomes a stylisation, a laggua desire perhaps as
far from the reality as is possible: namely, to Us& own words, the
“dream of a thing”. The complex aim of Pasolini@anuage, strongly
connected with realism, reveals itself throughrbie as a witness always
attempting the recovery of reality, i.e. of a pridial state, perceived as a
danger, but nevertheless lost from the beginningragrchaic condition
that was perhaps dreamed, but never really poske$ke utopia of an
authentic, true, anthropologically primordial dirsem is inscribed in
Pasolini’'s poetry, primarily as a psycho-anthrogital element. This
explains his epic-auratic as well as his sacre@-teeven if it generally
manifests itself in a desecration of common behaviand of current
values. It would be very easy to link Pasolini'Statle to the Catholic and
peasant horizon with all its self-destructive, tieed and pauperist
variants, yet impregnated with a metaphysical-irelig tension that
sometimes emerges as a positive, though mostlytimegauffering tone.
This negative theology is an essential componeR&sblini’'s poetry, both
in the anxiety of sin and in this paradoxical shaiar salvation through
perdition that nevertheless always has as a referpoint the “true” and
redeeming message of his very personal readingnefGospel and the
classical texts. At the centre of his poetry therpa spirit, the outsiders
and dejected, find themselves in a dynamic ositilabetween rage for
the injustice in the world and the, as it were, sSplerate hope” for
redemption, that, given the historical conditiocan only happen through
transgression.

Despite the seeming simplicity and spontaneity aéd#ini’s poetic
language, the latter is grounded on a tight linguisnd semantic
structure, recovering a very complicated literang digurative tradition.
He grounds his utopia in psycho-anthropologicaérdiry, historical and
artistic studies, which are alien to the rural \woHle wants to “save”.
Hence the main contradiction from which he is usabd escape. A
contradiction that brings him, in the last partho$ life, to a creative
impasse without solution of continuity. In fact, the restic element
present in his first novels, poems and films isalsv conjoined with a
utopian element, which induces him to a meta-hisabidealisation of the
primordial condition of people—meta-historical pesty because it did
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not exist either in the outskirts of Rome in th&A9 nor in the countryside
of Friuli in the 1940s. Pasolini is always lookifay a lost time that he
locates in a meta-historical, Oedipal, archetypatethsion. The author
himself was fully aware of this contradiction whiee gave up reality to
deal directly with myth; to broach, in other wordfie fundamental

problems in their pure and expressive symbolic poBet at this stage
the other side of the contradiction emerges onmanconicative level. The
symbolism of the anthropological myth could only lrederstood by the
cultural elite that Pasolini had always opposed, ot by the “folk”, even

if idealised, who were always the protagonistsisfork.

All of Pasolini’s cultural production stood as ahft against the
modernisation and the standardisation of langubigealso theorized this
meaning. In a 1964 article in the journBinascita entitled “Nuove
questioni linguistiche{New linguistic problemshe directly considers the
problem of the technologically-developed society &éme implications for
linguistic communication. This article, written 4fars ago, boasts an
astonishing analytical sharpness and clarifieshqms better than any
other critical and meta-critical reasoning, Pas@lipoetic (and political)
perspective. The author starts from the observdtiah“a proper national
Italian language” does not exist (Pasolini 1972:M)is linguistickoinéis
a fiction: on the one hand there exists a litetanguage of the cultivated
class, with strong connections to the cultural ktedary traditions, whose
relation to reality is only a contrastive one. e bther hand, there are
several local, dialectal, folk languages, contaneidaby use, that have
expressive and communicative value and whose usersabsolutely
uncultured.

Literary criticism very often evoked the prophetaharacter of
Pasolini's work. The fact remains that his radigafusal of any
homogenisation of language allows him to draw &itb@n earlier and
more effectively than his contemporaries, to thek of losing cultural
identity in the face of what today we call globatisn. He perceived the
pressure of technological language, which by staficiag consumer
goods and the behaviour of the masses destroyectthiral roots. Even
though it may seem astonishing coming from suchravqeative and
transgressive author, his strong reference to tioadirepresents the
attempt to recover and increase the value of treests—both the high and
the folk culture. If Pasolini is today considerethaitre a penseiit is due
to the fact that he tried to bring the culturaditeons up to date. It is no
accident that he drew from the Catholic traditioh viangelo secondo
Matteg, as well as the classicaliédeg and the literary Decameron|
racconti di Canterburyones. Finally, embedded in Pasolini’s work is the
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tension between globalism and localism that cheres&s our current
situation. He was decidedly opposed to the globmhghich tended to
standardise cultural models and behaviours, but fois on local
traditions never became a passive nostalgia foolthéimes or an obtuse
refusal of any innovation. On the contrary, hedrie use the “power of
the past” to modify the present; he tried to mdiesHigh cultural tradition
available to the derelict masses. He wanted toagel\cultural memory
and use it to provide the present with recognisabliural features. He did
not shut himself away into the language, the celttlre habits of the small
local communities, but he recovered local valuesilwiaing them with
ancient ones. In his novels, for example, he diduse only the traditions
of Friuli; on the contrary, his best works are #has which he used the
dialect and topography of Rome (hamely a ‘foreilgmguage and place).
This signifies precisely that, for him, the dialestd the “folk” have an
expressive function: they do not represent redlity instead a linguistic
construction, a fiction, able to best express theasiness of transition
from localism to globalism, from an agriculturatssty to industrialisation.

Facing the danger of one-dimensional globalisatiesolini does not
find refuge in the microcosmic culture of the snteimetown, but follows
another path; he chooses an “elsewhere” whichridyparotest and partly
utopia. He chooses that corporeity, that irredecfblaked life” evoked in
the above-quoted passage frdrhe digger’'s cry The analogy of this
procedure with that of Walter Benjamin cannot besad: he also looked
for the key to understand and modify the preserthin“recent past”, in
the “prehistory of modernity” and wanted to save tultural treasure of
the vanquished from oblivion. If we have to “digitd the past to rebuild
the transformation of the city, of the cultural ditton—if, as Walter
Banjamin says, “all that will be ripped from us sy, also this world of
forms” (Benjamin 1980: 1000)—then Pasolini is gegpby a melancholy
(like Baudelaire, or Benjamin) as he emphasizes fdw that life's
experience, the “naked life”, cannot be recoverecept by memory, it
cannot even be reduced to an element of globalisaiti cannot be made
to conform to standard models. And here, in thiy/ w®ncrete, corporeal
and at the same time very utopian “place”, Pasfildis his resistance and
protest.



