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A NOTE ON THIS EDITION

The present publicatom is based on a version published in
Freach, by ['.1rant-Scéne du Cindma. which was taken from
Jacques Prévert’s own shooting script and then adapted to
conformt to the final version of the French film. The English
translation of this version, by Dinah Brooke, has once again
besn carefully revised and checked by Nicola Havder with a
print of the ilm obtained from the British distributor, in order
to make it as accurate a rendering as possible of the f:lia which
the English or American spectator will see on the ~creen.
Significant divergences between the shooting seript and the
final screen version are indicated in the script by {ootnotes and
wjuare brackets

Acknowiedeements and thanks are due to U Arant-Scorne du
Cinéma for providing stlls, and 10 Connoisseur Fiims 1ad,
for a print of the film. John Mathews translated the extracts
from the inuoduction bv André Bazin which originally
appeared in flegard: Neufs sur Le Cinéma (Une Production
Peuple et Culture réalisée par jacques Chevalier, 19330,

LE JOUR SE LEVE . . . POETIC REALISM

André Bagin

In Le Jour se Léve we can scc two diffcreat ways of PIOgres-
ng from onc shot to another. In the squences set in the
present, the shot changes are made very quickly with wipes.
A wipe is the substitution of e image by another through a
sort of sweep across the sereen. Wipes are used in particplar
in newsreels,

Marcel Carné used these because he wanted to show the
difference between tlie parts of the action sct in the present and
those set in the past. Each scene set in the present is, on the
other hand, cut off {rom the events evoked in Jean Gabin’s
m:nd by an exceptionaily long dissolve. -

What does this dissolve correspond to ? First 1t' corresponds
in a physiological way to the dreaming state. The eye stares,
the pupil dilates, the image of abjects on the retina is blurred.
The lack of voluntary attention prevents the lens from
focussing.

Secondly the dissolve is suitable for supenimpcostion tech-
niques. In general, superimposition is used (o convey the
umaginary quality of an event or character. It is often empioyed
to represent ghosts. Since the objects and characters have z
transparent quality, the spectators inierpret them as only half
true, part dream and part reality. The very long dissolves 1n
Le Jour se Léve come across as the tangible symbols of the
purcly imaginary images to {ollow. During the whole of the
transition period we have visible evidence that cur reality is
in some way changing. We arc taken from the solid, concrete
present to a diflerent reality, one found only through memory.

Ask the public how many of them understood {rom the
start, nght from the first dissolve, that Gabin was going back
into his past. Probably a few spcctators would have under-
stood, but not at once. Filmic means of expression arc less
explicit and have fewer nuances than literary means. Thus
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it was decided 0 add 10 the soundtrack of the original print,
before general release, a superimposed voice which represents
in a way Gabin's conscience and which proclaims in sepuichral
tones: ‘And yet it wems bke only vesterday . . . do you
remceniber? " This shart phrase, designed to eliminate any doubt
i our nunds, did not appear in the onginal shooting script.

The AMusic

Ask the public whii they noticed in particular about the
music of Le Jour se¢ Léve. They probably found it much more
noticeable mn the transiton periods between past and present.
where 1t 15 haunting and distinctive. The instruments chaosen
haive a strange quality., We can disunguish two pnncipal
themes, one sentimental, plaved by the littie flute. and the
other dramatic and oppressive, plaved by the basses and
percussion nctrumends. These two themes are cither separate
or subtly mterwoven. The oboe theme i+~ in musical and loeical
counterpoint 1o the drum theme. The choe s clear and very
melodic, whiie the drums are heavy and exclusivelv 1hy thinic.
Now each change in scene from past to present, or the other
way round, 18 accompanied by a change in the music. or
simply the appearance of the musical element, and this corves-
ponds psychelogcally to a sort of reversal of values. There are
even passages where the music scems to have been played the
wrong way round. Thanks 10 the music we are made physically
aware of a reversal in the nature of things.

If the dissolve had been the only device which Marcel
Carné had at his disposal, the time changes would have been
much less noticezble. The panicular quality of Maurice
Jauberts score is largely responsible for the spectator’s being
psychologically prepared for this sort of dramatic reversal
corresponding to the evocation of memories. You only have to
cotmpare the facility of these passages with the awkwardness
the returns to the present in Le Diable au Corps, for example.

In dus context it is important o underline the role of the
music in the film. The composer was Maurice Jaubert, perhaps
the greatest musician ihe cinema has had till now. He wrote
the music for all of Marcel Carné's films up to 1940, when he
died. Juubert did mot think it wus enough for film music just
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to reinforce or paraphrase the action, like the innumerable
wedding marches which accompany weddings, or sentimental
violins playing behind love scenes. Instead the music has its
own dramatic role to play, and should be introduced only
when it adds to the action or characterisation . . .

If we could perform the experiment of showing Quai drs
Brumes or Le Jour se Lsve with the music taken away, leaving
only dialogue, we would find that the film had been emptied
of a part of its meaning, that the psychological make-up of the
characters had been umpoverished, that the acuon was moic
obscure. The music here is never just an accompaniment, but
an mtegral part of the action, an action in its own right. The
problern was 1o make the spectator aware all the time of the
weight of the pasi, to prevent the present, when it returned,
from escaping the clutches of the past. When the action which
we sce on the screen 1s set in the past, there is no music (except
(or the greenhouse love scene) but when we come back to Gabin
in the prescnt, in his room, the music is introduced again and
lasis for as long as we siay in the prescnt. Because this pro-
cedure is repeated, but above ali because of the quality of the
music, we quickly identifv it with Gabin's imagination and
it stays with us just as his memories live within him. Omne soene
in particuiar is very characteristic in this — towards the cnd
of the film, Gabin goes crazy, stops in front of a mirror, picss
up a chair and throws it. A shattering of glass. The mus<c
stops, as if this frustrated act had freed the hero of his shame,
as if the mirror were Gabin’s memory cven, instead of just its
symbol. A few moments of silence, then the ragged, heavy
drum theme fills the dramatic vgcuum, followed by the oboe
irresistibly working its way into the background noise, imposing
in its turn the memory of Frangoise,

At the end of the film when Franguise is wounded in the
crowd and taken up to Arletty’s room, there is no accompany-
ing music. But when we leam that they are going to use gas
and the camera takes us up on the rool to where & specialist in
the gas brigade is climbing towards Gabin’s garret, the music
has to accompany the action because, although Gabin can't
be seen, he is again the centre of attention. The music tells us
that Gabin is there under the roof. [t glows around the room
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Like & dramatic aura, going beyond Gabin’s physical surmound-
ings. The policcnan’s approach is thus mage much more
moving. The music stops the moment the gun goes off, a
fraction of 2 sccond before the bomb is thrown. The nexi
ghot shows us the muted, even * half-hearted ' grenade explo-
mon next to Gabin's body. A sbicht backwwd uacking shot
brings the side «i the room into {i«us. The tear gas is spread-
ing, soun to reticct the first vays [ the 1ising sun, The alanm
cock rings. Again the music breans out, this time strong and
glonous — an ap:theosis. No doubt there is dramatic counter-
point here, but it is ako as if the heros “sonl” has at last been
delivered up — a sort of counterpii: in scund crierging from
within him in the serenity of death. . ..

Thus, Camné resoived the problem of the different time
scales in the action by a visual procedure — an unusually Jonz
dissolve togethes with RMaurice Jaubert’s musical accompani-
ment. .

Realism and S+mlboitrm in the Ssettira

You vili bave noticed in thiu [l dic part played bv Gabin's
agaretie — the march of timce 1 indicated after a fashion a
be chain-smokes his way throuyvh the packet. Since he has
ne matches, he has to keep a careful watch on how the
agar=tte = burning. Then when he absent-mindedly lets his
cigarette go out, we are strangely shocked, as if his negligence
were 2 climax in the unfolding of the prescnt tragedy. It
would seemn that Gabin is condemned to despair when his
agareites yun out. This onc last ridiculous pleasure was all
that kept him alive. So he did not even take his luck as far
as 1t would go, and perhaps this iioment of inattention in
which he let the cigaretie go cut was in fact an indication
that he was giving up the struggle. . . .

The dramatic symbolism of clements in the setting is no
doubt more subtle in the case of the wardrobe than in that of
the readily apparent cigareite. This famous Norman wardrobe
is the one Gabin pushes in front of the door, which gives rise
to a sharp exchange between the police inspector and the
conaerge. Of course we see it anlv as one detail of the action
which attracis ve sbove all by its realism. 1t is the kind i
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trivial episode we would expect to read about in 2 newspape:
report. Actuaily the symbolism of this wardrobe is as necessan
and rigorous as that of a Freudian symbol. The chest of
drawers, ‘he table, the bed — Gabin woulds’t have dreamt of
using these to barmcade his door. It had to be this great heav
Norman wardiobe which he heaves across like a slab over o
tomb. The way he pushes the wardrobe, even the funn of thic
picce of furniture itself, shows that Gabin is not barricading
himself in his rooin — ke 1v walling himself . Exen if the
mitenal result is the same, and we see no consaous difference.
the: dramatic tone is sometling ci« altogether,

‘the role of glass i~ subtler. aimoct indefinable. It appear
piany tmes in the film — the miiror, window panes. The love
scene takes place in a greenhouse, an artificiai place, where
the * force-grown ' tlowers belong to a different race to the
lilac we gather in the spring. The café-music-hall scene with
the frosted windows in the cloakroom and the mirrer in the
bar, the scene with Berry and Gabin in the (afé with i
mirrors and windovs, and finally the oversvmbolic characies
of the blind man with dark glasses. When Frangois goos to se
Francowse, instead of the camera following him thmugh the
door, it tracks along to the window, and catches Lum for ©
moment through the glass. Although it might appear impos-
sblc to make out a case for glass having any symbolic valuc
bevond its realistic justification in terms of the plot, it would
secin unlikely that the sct designer included it so often in the
camsia sct-ups merely by chance. A @ansparent and reflecuve
material, glass has three principal coexistent qua'ities —
is faithful, in that it lets us see through it; it is deccptive, v
that it separates; and it is dramatic, in that ignoring it leads to
breakages and disaster. Just by its being there, giaz seems o
condense the whole of Frangois’s drama — or ai least there
is 2 sort of agreement and complicity between glass and hic
dream, a¢ il the latter found an echo in matenal chjects.

We can see how Camné’s realism tends towards the pozty
tiansposition of a setting, while remaining meticulously tru
to hife. It docs not do this by modifyving it in a formal and
pictorial way, like German expressionism, but by releasing it
inhierent pocty, by constraining it o reveal its seciet links with
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drama. It is in this sense that we can talk of Marcel Carné’s
’ Mjc realism ', which d.utmgunhu his work {ram the much
more objectne realism of Clément or Rouquier. In getuing
right away from German expressic :m's tendency to visibly
transpose its seiting, Carné was able to integrate it periectly
with his poctic message, This is the sort of thing Frtz lang
had already svcoceded ta doing in Af while at the same tume,
uniike Carné, he still used his fighting and setting in a symbulic
way, Le Jour se Lére is perfect in that its symbolism never
tukes precedence over its realism, but rather the one coraple-
merits the other,

Have a lock at the suburban squire as well — note the
svact fidelity of the setting, the tenement stark agamst the
sky. By nghis this diney suburban backwater ought to be
ughy. In actual fact one feels that it has a paradoxically
poetic aunosphere. Perhape this sctiing struck most of you as
real. But it is ar artincial zet, built entirely 1n 2 studio.

Here we touch cn the important oroblem of the setting in
films. We have said that it should be realistic and meticulously
true to life. However, if one chose a square in the suburbs that
looked like the one in the film and shot it directly, you would
find that it would not lock so rez! after ali, that it would be
less integrated into the drama, and that it would not hawe the
bitter poetic quality of Trauner’s setting. This is because to be
lifelike the setting must be thought of in relation to the story.
If the setting were real, theve would be technical difficulties —
first of al! it would be impossitie to get all the camera angles
needed, or to light the «cene the wa it was intended. These
reasonis alone would be encugh to justify a reconstruction, but
there are others. :

Trauner designed this smasll suhurban sguare the way a
painter composes his canvas, While remaining faithful to the
exigencies of reality, be succeeded in giving it a delicately
poctic interprectation, o that it appears noi as a reproduction
of seality, but as a work of ant d:pendent om the artistic
ecomomy of the hlm as a whole. . | .

Whe i1 Gabin’
. . . The story goes that before signing a flin contracy,
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Gabin used to make sure that the scnipt included a violent
scene i which he killed “omecne, In fact we can confirm
that m most of his pre-war films Gabin embodics a character
who ic drivin by anger to murder (La Bandera, Ouai des
Brume;. I.a Uéte Hlumaine, Le Jour s¢ Léve). No doubt the
story was made up, but it deserves to be true. It is not just
another film star's caprice, but tiie result of conscious reflectinn
i his personabity.

In reality Gabin is not an actor who gets asked (o play the
hero in & stery — the story is alwavs built around him as a
prerson. Gabin wou'd not recognise any script but one which
orporiates his vwn destiny == o fit of anger. miurde s, leading
t» his own death,

'n {0 Jour e Léie Frangois has gritted his teeth and
struggled bravely, day aftr day, against the bad luck which
has seemed o div hun. He was borm with o st of social
stigimd (a state-suppurted orphan; and ever since he has
Kicked against the sacred cows of modern society, resisting
them all the way ‘machines, faciory work, sanel, red lead and
+ven the full bus which leaves you stranded in the rain. Now
thirtv. vears old, he might think he has wnrn out their cvil
pursuit of him. he might think his courage and, in the old sense
of the word, his virtue, has foiled his destiny. Now he s v
mmeet the woman whn will rescue him from his slitude ana
consecrate his victory over life. It would seem that Gabhin
always has to be saved by a woman {Michéle Morgan in
Cluar des Brumes)— neariy all his films are the story of how
this salvatioi: ¢ an illusion. So Frangoise and Francois meet
On Lielr salnt's day. T nis perhaps is a sign — she has been
predestined {or him, Frangas can still have an ailuu with
Clara [Arietty; without deceiving Frangoise, for Clara belongs
1o Francois’s world, schile Francnies manifestlv belong= ¢ = ime-.
where clse’. The flowering ~f *toir love will enable him to
di!ﬁt}]ﬂ::!‘-;:u ANTISSHE, Frant;uu wiil escape from Clara whiie
weaping froin himself, and wiil find Frangoise. He kerps tne
alffair going with Clara only until he it sue< 01 Fraugiiz’s
lave. . ..

. Gakin 1s the only French actor, or nmearlh the only
actor in the world [except for Chaplin) who can play parts
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where the public expects a sad ending. Fven the most romantic
young typist would fecl cheated if Gabin got married at the
r.m‘! of the Glm to Jacqueline Laurent or Michele Morgan.
.So Gabin was quite right in demanding of his script
writere a crists scene of homicadal fury. It constitutes the
significant moment in a ngid destiny where the spectator
recoenises the same hero in hlm alter filni — a hero of the
sprawling metropolis, 2 suburban, working-class Thebes where
the gods take the form of the blind but equally transcendant
imperauves of society,

Conciuston.

Thus an analysis of the Frangeis-Gabin character clearly
defines the profound nature of this filin. In spite of its suucture
and realist appearance, Le four 52 Léve s nuihing less than
= ' psvchological ’ or even ‘sodial’ drama. As in tragedy, the
essential quality of this storv and iis characters ic purelv
metaphysical. The realism of the direction, characices, jlot,
weiting, dialogue, is only the pretext and; as it wae, the modern
incamation of an action which would no doubt be difhcult to
define in terms cutside ite contemporary frame of reference,
but which essentially goes beyond it. And vet this action is
worthwhile and convindng preciscly to the extent that it is
realistic. Whether it be psychological (the personalities of
w1y, Frangoise and Clara) or material (the setring, cigarettes,
warrrobe), the art of Camé and his coilezgues is to make
reality felfil itself in terms of reality, before insinuating
symbolic values. As if poetry only beg:m to giow preasely
when the acton appears to be identificd with the most life-like
details,

Onz thing is clear, then: the realiun of Le Jour se Léve
15 as nigorous as that of a poem. it is 2!l written in verse or
at jeast in prose which is invisibly poetic . . .

While at the same time it s never really possible in the
film to dissociate ‘ technique ' from ‘ acenario’, * form * from
‘content’, ‘subject’ from ‘styic’. And that is the mark of
good cdnema.
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