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THEOTIHERONEANDI ANARRA’HVEPATI‘ERNIN
’ COM’ELH’ORARYCDVEMA |

. 'Dr. lmchae_z OPPERMANN(®) '
The study investigates a narrative pattern which plays a key
part in contemporary cinema. It highlights the pattcrn s modernity-
and’ enonnous na;rattve potential. Two literary texts (a radio play
.+ and a postmodem novel) have been selected to reveal a close
, mterdependance between literature and film. lndeed many film
$cripts from the 80's and 90's. seem to be dlrectly or mdirectly ’

" inspired by a pr!marﬁy literary structure. Thus. the study will try
to shed new light on a number ofrecent mms & ‘

' THE PROBLEM OF IDEN'ITI'Y .
' GunterElch DieAndereundIchﬂTthherOneandD

In 1952, Glinter Eich's radio drama Die Andere und Ich (1973 ,
499 - 537) received the "Horspielpreis der Kriegsblinden" the
highest German award for a radio play. The play remains an
immensely important text because it introduced a duplication
. pattern of identity and reality which has become a key structure

~ both in postmodem fiction and in- contemporary cinema. I will
introduce this narrative pattern by a bﬂef lnterprctation of the
play . : A ,

() Assis. Prof., Hmettepe Univcrsity. Faculty of Letters, Dcpartment of Germnn
Language and Literature.
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Ellen Harland an Amerlcan housewlfe spends hd;r summer
holidays wtth her family in Italy They travel by car, aqil!oﬂng' the
Medlterranean Coast aocordlng to the recommendations of a -
guidebook. A series of iriterior monologues, mterspexsed with '

" dramatic flashbacks reveals a striking amount qf distance

between Ellen and the rest of her family. In Comacchio, a small
fishing village, Ellen is struck by the glance of a very 0ld woman.
The short moment of eye contact creates some disturbance in her:
she cannot forget the 6ld woman. When-Ellen goes swimming at a-
beach in Porto Garibaldi, an mlportant change of reallty occurs:

Ellen's interior monologue reveals how she leaves the whter. waves
“her family goodbye. and walks back to Comacchlq She has
“decided to search for the old Tisherwoman. In reautj' however,

Ellen has fainted in the water; she has had an acciden ’l‘hus, the

. - following action and all the . flashbacks take p ce in her

subconscious “The llstener however has no chance to reallze thls
changeofreality T v ; :

In Comacchlo. people seem to lmow Ellen. They address her as

" Camilla, a person she has never heard of. Later on, Ellen becomes
" aware that time has shifted from the year 1951 to the year 1910 :

Ellen Harland‘s 41th birthday becomes the symbolical date of a'
rebirth in the sea Ellen has become Camilla, the old
fisherwoman, who is just going to marry. Ellen rebels against the

part she is supposed to play. She walks around like a lunatic, .

passively -enduring and at-the same time resisting her fate. So

- Ellen, the well-to-do mlcldle class’ housewlfe. learns to see the

world through the eyes of a Bsherwoman ‘She experiences an

* existence of extreme sorrow and. grief, reliving Camilla's life from.
‘the year 1910 back to 1951. The action turns full circle when

Camilla, who has forgotten about her former . existence, sees

“herself, EllenHarland passlngbylnacar In this very moment of -

eye contact, Ellen'wakes up among her family, lying on the beach.
It is only now that the listener. realizes that a duplication of
identity and reality has taken place and that Ellen has returned to
the prime reality of everyday life and standard time. Everything ,
seems to have been a dream However the play carrles its
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denberate strategy of audieme imtation even further: Ellen leaves
“her-family for the second time. She. perceim her husband and
her children as strangers and goes back to Comagcchio in order to
search forCamﬂla This time, however, nobody recognizes her.
Instead, Ellen finds Camilla in her doath chamber. The play’'s final

" monologue reveals that Ellen's identtty has become ambiguous.
The 'dream’ has alienated her from her former existence. Camilla’
is dead: on the other hand Ellen cannot contlnue her life.

_ The narrative pattem deliberately oonfronts two . different
exlstences and two dm’erent reantics in order to ostabush a
_relationship of mutual’ projection Whereas Ellen's ’sheltered
~middle class. existence seems to- mclude too much reallty and too

" much suﬁ’ertng Camilla lives just the opposite life. Thus, the play
does not advocate one modc of exlstenoe at the expense of the
. other; instead it raises fundamental questions about their
" relationship. So Ellen's 'loss of reality’ equals that of the listener
- who is gradually drawn. tnto a total change of horizon. Ellen
~ manages to see the world with the eyes of another: tdentity She
- becomes ‘one’ with Camﬂla just like an author who, in the process .

_ of writing, temporarily becomes ‘one’ ‘with his characters. ’f‘hus.,,.
the plot reveals itself as an arth:ial constmct :

Aafywnaz Athelinda!

Atf Yilmaz is probably the most 1mportant representattve of
the current 'rurkish cinema. His films reveal a special interest in

the role of women in Turkish soclety and in female identity. Ahh

Belinda (from 1987) is based on the same structure as Eich's
radio play. Here Yilmaz 'uses an identical narmttve pattern for an

‘extremely ‘poignant and Tucid’ commentary on Turkish society in
general. Serap (Mijde Ar) is a theatre actress who decides to act )
inaTV ‘commercial in order to earn some money. She represents
‘ Istanbul's bohemia of artists and would-bc artists who live outside .
, the ‘moral and :social conventions ‘of contemporary “Turkey: A
- change of identity occurs during a shower sequence: Serap has to -
close her eyes and wash her hair with the shampoo 'Belinda’.
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" totally undistinguished husband Hulusi (Macit Koper). Like Ellen
Harland, Serap remembers. her former existence and passively
make love to her, she

‘the film title. When Serap opens her ¢) |
realizes that her reality has changed She finds herself in the
- surroundings of the: character she is su

‘takes flight. However, she cannot go back to

_Consequently Hulusi drags his wife to. a

“acting it. She over-plays her. newly found s

~ shower sequence the viewer nevert.h,

‘ experience, however. Seraps change of de

- use of two layers of identity and reality. acl
. mutual commentary it . shows that th

Thus, she has to express a state of total ecstacy, as indicated by
q agam however, she

posed to play in the
h lower middle class
e at the side of her

commercial. Serap has become Nac!ye
woman who Jeads an msigmﬁcant existe

resists her new ‘part’. When Hulusi tries
‘her former life, either,
for neither her friends nor her father recognize her. Thus, Serap
has to make Naciye's life her own. She turmns out to be. a complete
fatlure in- every aspect, ‘especially at Nacly e's job in a bank. The
mundane lower-middle class ife is . suitable for Serap.
psychiatnst Serap,
however, gradually manages her new. 'role} by deliberately over -
ate of total happiness

so cleverly that she is drawing the audience into a kind of secret

- commimion. Serap becomes an actress for the second time.
' Naturally, her dreams turn’ to the stage She manages to get a

small. role in a play, to the great horror of - her
conservative-minded husband. Thus. the |stage becomes the tie .
between both layers of reality and identity When Serap opens her

' identity as an extremely puzzlmg eve'nt Al : ough Atif Yﬂmaz uses

a synthesizer score to indicate the 18 .
: undergo&e the same

less e:dstential It has more in- cornmon wi
rehearsal Accordmgly. it ends in a kind o
i ievcs the same klnd of
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whatsoever between Serap's and Naciyes existence Thus, the ﬁlm :
* depicts ’mrkey as a highly fragmented and contradlctory soclety.
" The serlousness of the subject, however, is rendered in a highly

humorous way: Atf Yilmaz clearly netxced the comic- potential of T

the fiim's duplication pattem

Peter Del Monte Julia and Julta

‘Both Eich's and Yxlmazs 'texts” foregmund the problem of
identity. ldentity is being questioned but not shattered. Ellen and

‘Camilla are nof “traditional eharacters “who are open to
psychological analysis; they are models of twa_different modes of
existence. The same can be said about Naclye whose life seems to

be highly stereotyped. It is only Serap wﬁo comes across.as a real

~ 'flesh and blood' character, especially since’ she manages to

maintain 'some of her former- identity in Nactye's existence She

- never becomes ‘one' with - Naciye completely. A sense of role ,
~ distance lets Serap's identity shine through Naciyes life. Thus,

- Serap does not undergo an. identity crigis; she just returns to her
 former existence. Peter Del Monfe's filin Julia and Julia, however,
changes- the structural pattern . in a significant way. The film
{(which was produced by the Italien RAI in 1989) reflects how the

‘duplication pattern can be used as a visial (elnematlc) expression
of a heroine's psychological condition. :

At a weddmg ceremony on the Medlterranean Sea. the bride s
veil is lifted by the wind and carried away A photographer (Sting),
who accidentally passes by, picks it np and exchanges a look with

Julia (Kathleen Turner). Cut: Julia and her husband’ ‘Paolo .

(Gabriel Byrne} drive to their seaside villa. Paolo“loses control of
the car; he. dies in the accident which Julia survives. Cut: Julia
has ' met another ‘man. Asked for her husband Paolo, she
immediately takes flight. She visits - her parents in law. The

: conversation reveals that six years have passed since the_:f: -

alive. She refuses to sell the villa they were supposed to live tn. It
- remains locked-up, wtth all the fumiture being covered. Later on,
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‘we realize that the villa is waiting to be occupied by Julia's
dreams. Sometime in the evening. Jul!a looks out of her
apartment window, gazing at a.flat in the opposite block. She
seems ‘to remember something, leaves the house, and drlvm'

towards an unknown destination. She has to wait in front of a -

tunnel which is just being ‘cleaned. She s all alone. Thick clouds
- of cleansing liquid come out of the tunnel and for a moment Julia
- becomes unconscious. When she opens her eyes again, reality has
‘changed. Her apartment is rented by a stranger. Instead, Julia _
finds her home in the opposite block. It seems now that Julia
remembered a ﬂiﬁ'erent life of hers when she looked .out of the -
window several hours before. Julia is shocked and takes flight

again. The following scenes show her at the side of Paolo ‘and her =~

6 year old son; Julia imagines a perfect marrlage in her seaside
villa. Once again, the audience are drawn into a transformation of
reality that does not reveal itself as a dream. No musical score
helps the audience to understand the change (as in Ahh Belinda),
_ and no visual aids (such as filters or lenses that provide different
~ colour tones) are used to separate the film's different layers of
reality and ‘identity. - 'JuHa seems -to have found perfect
happiness However, mysterious phone calls start to disturb her
- marital life. The caller is a nran called Daniel Osler who pretends
- to know Julia. Julia traces hxm downand enters his hotel room in
~ his absence.. To her great surprise, she finds nude pictures of
erself among Osler's colour slides. Again, Julia leaves in great
~< haste.” One day Osler appears at Julia's . travel agency. Julia
" recognizes the photographer who had picked up her veil on the
" day of her wedding. So the initial eye contact carried a moment of
"anagnorisis” (just as in Eich's play). - . Julia gradually falls in love
with Osler, and her marriage faces a crisis. Paoie stays out nights
and her son pushes her away. Julia visits- GSler for the second -
time, this time finding him- at home. His colour slides, however,
show city impressions on]y Julla‘s nude pictures stemmed from a
) relationship that is going to start now; they were part of the

future. Thus, a clear distinction between the past and the present - -

is replaced by a notion of simultaneity. Julia cannot concentrate
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Apartfmmﬂlatobvlous orment 6f
foregrounds the question of - id fty. Jt. 2
Hawksmoorareinvolvedmammrmterelauonsmpwmh_ ‘
recallsﬂlepattemofmeomamamu.mea'tdmﬂtymw
bethcresult ofa mutual projiectnm Hawever o o R

viasmthc(cbnvex)mirmrstheybnﬁmwn ﬂusreﬂecﬁanls;
. a distortion, The mirforing, in fact, points out thefr
' differences from oneanathcr theseparatﬁonbetweenthe
" "I". pérceiving and the oﬂm"ﬁgured th'the mirror.

U -_Subjectwity is- created in the, space. between those two -
' n”l"s.notasaﬁxedesserme butasammtaxmyehm; o

‘ process (Lee 1990 85)

. Indirectly, this comment alss b ‘ftheumdermtydmh' -

. radioplaybecauscltseemstomethatmenﬂaﬂaMSijecuvity -

, mamatedmacacﬂythesamespmbetweentwo"mmamolyhm,
ang Camilla's. Julia, on the ofhér hand, getslostmthenumerous L
~ possibilities ‘of her existénce. Snmallpfthese'tm:ts subjectivity -
. isnolongeraﬁxndcsscmebutanopenpwenﬂalwhichﬂm, ’
o reader/vicwer/listencrhasto shapcbyuamghﬁ nnagmatmn o

11 HOLLYWOOD 2
"1t 1s ot the am of this study to ‘deconstruct’ the. dupueauon‘ |
_pattern of .identity and feality -by. asking for its (primarily

romanttc) literaryongms xtisccmm.howmr thatom:ofthe

 pattern’s ingredients is the concept of the 1 ger' which
" plays a key role: espeefany in Ackroy

literary - texts tend to forégrouhd the questiori. of 'identity, -

3 Hollywood prgducers ‘have always beenrpmnaﬁiy interested in the

concept‘$ "Dr Jackyn and Mr Hyd potential Fer t.hem the" :

| ,'12__6." R ".’

;snovel‘ Howevm‘ ‘wheéreas
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o .'_'mompsonl ‘that sheigmfaetidenﬁcalwlth thewife ofthe 1940' o

- . composer who supposedly killed her husband.. Btanaghshetamc

*ge*tsmomandmorcabsorbeébyapastwmchisnotherm -and

" the film's dramatic climax depicts
“1940's murder scenario. Sonmeagam.twomrsdﬂdenﬁnrand‘
“reality form a ‘mutual relationship of projection \ while the heroine

andlmostexadrepeutmnofthe.

undergoes. an internal nﬂglmlarx. a time travel trom one layer to

‘the ‘other. However, subjectivity is. not _created between the two

s Branagh'sﬂ'lmdmmtrea}lyquesﬁonﬁdntﬁy It is a typical

" Hollywood product because it uses a literary pattern as a ploy or -

gimmick to create an atmosphere. of horror. Identity remains on a

" binary opposltion which"is being. revarsed at the end of the film
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(when the heroine is being prevented from the act of murder and

: 'returns to her former existence). The Honywood convention ofa’
" good ending and the presentation of the mad hypnotist as the evil *

fqrce behmd both 'tcxts takes away most of thc ﬁlms 1mpact )
" Mike Figgis Liebestrmun (1992) is far ‘more successful. His

"temple-‘thmbbmg suspenser”. is a "eonvoluted tale of lust and. -
- jealousy" (Time Out: Féb. 92), Nick Kaminsky (Kevih Anderson), an '
architectural Journalist, is summeoned to the death bed of the -
" - mother he never. knew : (Kim Novak). ‘Walking around the .
- unfamiliar town, he meets his old. friend Paul (Bill Pullmann). a
~ - property developer: whe 18’ just: about ‘to - demolish. a unique‘ ‘
- east-iron’ department’ store which_ has- been locked up since & |
K gruesome 50's ‘murdet, He becomes obsessed with the fate of thc‘ S

. building, and with “Paul's’ “wife - Jaﬁd (Pamnela Gidley) a
. photographer who records the ruin's final hours. Once again, a - ”
- film' scrlpt is based on a very- careful dtiplication ' ‘of identity and
© reality. Its dramatic clirhax is'a repetition . of the film's ‘opening

sequence, a flashback of the. orlginal 50's murder, ‘This time, it is
Nick and Jane makmg love ‘on the spot' An’ old grammaphone‘ B

. 'plays the same’ tango tune. A shadow appears af the entrance
-door. Is it Paul? A shot in the dark and - cut - the. film ends in a

nice rno;nent of - ambiguity which is-a direct appeal ‘to ‘the

imagination ofthe viewer. An open emdingl!ke thls is farmoref*
- effective. than the traditmnal mcutinn of the bad guy which
. concludes DeadAgain ‘

Sl










	page 1
	page 2
	page 3
	Images
	Image 1


	page 4
	Images
	Image 1


	page 5
	page 6
	page 7
	Images
	Image 1


	page 8
	Images
	Image 1


	page 9
	Images
	Image 1


	page 10
	Images
	Image 1
	Image 2
	Image 3


	page 11
	Images
	Image 1


	page 12
	Images
	Image 1


	page 13
	Images
	Image 1
	Image 2
	Image 3
	Image 4
	Image 5
	Image 6
	Image 7
	Image 8


	page 14
	Images
	Image 1
	Image 2
	Image 3


	page 15
	Images
	Image 1


	page 16
	Images
	Image 1
	Image 2



