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Abstract

This is a study of the 2008 filidungermade by the British director Steve McQueen, a
film that dramatises events in the Maze Prisorh&period leading up to the 1981 Irish
Republican hunger strike and death of Bobby Sandsorisiders the filmic and artistic
practice of McQueen in conjunction with certain cepts from the work of Deleuze and
Guattari to develop a productive thinking about hitne film addresses this traumatic
event. Hunger employs a series of aesthetic techniques that ptighe limits of the
viewer's senses and suggest new ways of thinkiogtaihe subject. McQueen’s concern
to go beyond the clichés of the media coveragenefltish conflict provides a unique
insight into the production of a militant subjediyvgenerated by the opposition to the
prison regime of the Maze in Belfast. Ultimatelypwever, it is argued that McQueen
collapses into a form of religious iconicity thatnforces the Irish Republican mythology
of suffering and redemptiotdunger,as a work of cinematic creation, offers a powerful
sense of how resistance can be made manifest earsget, simultaneously, can become
captured by the transcendental unity of identitpking operating through the image of
the romanticised face.
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Martyrs do not underrate the body, they allow ibtoelevated on the cross. In this
they are at one with their antagonists. (Franz &afkhe Third Notebook”)

Description of a Struggle

Reference to Kafka opens this discussion of Stew®dden’s film
Hunger (McQueen 2008) and runs throughout. Bobby Sands, th
nominal prisoner at the heart of this film, knewatthhis self-
sacrifice/sacrifice-of-self would become an indisgpsble sign of the
struggle for the Irish Republican cause and locdtisdaction as one
taken to inspire a new generation of activists. ,Yetut of the
intimidation, beatings, and brutality of the Spécdzategory Status
prisoner campaign emerged recognition by Stategaedrilla army that
neither could be defeated through force, evenashiteshold of sacrifice
was, indeed, elevated on the cross. To descrisaribment is, as in its
original Latin root, to write it down. But McQueés averse to writing
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text and explication in such a process, rathempushes the description
from words to speech, impressions, pictures, evehipg the definition

as far as the tracing of a form or outline, as witbircle produced by a
compass. He clearly defines the centre of hiseiitlthis event within

the film and with it a very visible boundary of thedy, the unstable
limit of his description.

Hunger mobilises these different symbolic systems to edéht
degrees and one of the film's strengths is thabever adopts any
singular way of representing the experience ofrtb@vash protest and
the hunger strike of Sands. What McQueen presenssieen are bodies
immersed in a struggle for endurance against ddiomaas each is
systematically drawn into the world of the otheraidecelerating cycle
of action and reaction. Each opposing position lmaiseen to invade the
space of the other: guards/prisoners; insurgeate/ghe militant/church.
In its own way, the film articulates quite effealy the oscillation
between escape and capture that defines the Ieguliican struggle
itself. The resistance of the prisoners is drivgnabnomadic desire to
escape the limits of the State and its segregatieal structuration, yet,
because they are defined by Republican politicy ttecome invested
once more in a transcendental unity that leads lckmolar identity.

McQueen has repeatedly argued that the film do¢sleal with a
political subject in any ordinary sense: “Peoplg, s&h, it's a political
film,” but for me, it's essentially about what wellhinflict and what we
can endure”(O’'Hagan 2008). He offers that one might draw wider
lessons on treatment of prisoners of contemporanyflicts, but not
really on the specifics of Northern Ireland, for Maria Fusco sharply
writes: “there is one thing missing: politics wighcapital ‘P (Fusco
2008: 37).His motivation, it seems, is singularly a creatimee: an
aesthetic fascination with exploring the pressusasthose corporeal
bodies that have chosen to engage in this wardioiral, as seen through
his humanising lens. This leads to limitations loa subject (the broader
terrain of the political/military conflict) yet dee it is argued,
simultaneously lead to useful insights into anottied of subject (a type
of militant subjectivity). If there is a politicsehe it is less in any
explication or context and more in a way describgdVilliam Connolly
as a “neuro-politics,where the focus is on those potential circuits that
exist between perceptual experience, habits of Kitign ethical
disposition and filmic technique, that spur “nevoughts into being”
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(Connolly 2000: xiii).Hunger, | would argue, creates a kind of cinematic
body that allows us to critically reflect on thens of the emergence of
a militant becoming, the awkward reality of its egence, and yet,
finally, capture by its own historical temporalitjeeven if it hints at
connecting with a wider militant collective.

“Words are shit”

In an interview from 2002, McQueen states that: fW¢oare shit,
because they put you somewhere else. I'm tryingatoh the things that
are in-between(Brooks 2002). As a filmmaker who derives from raefi
art background rather than one shaped by the coomhé@nperatives of
film school, McQueen brings an approach to the exttbpf the hunger
strikes that is more formally experimental. Approed by Channel 4 to
direct a film, he is one of a number of contempprantists who have
crossed over into the mainstream film circuit inenet years. In the year
after the release dfiunger he represented Britain at the 2009 Venice
Biennale, where he projected across two screersridute film titled
Giardini (Demos 2009). Certainly, he is driven by the dwveat
imperative of “show, don't tell'and there is no doubt that as a film
experience in sound and visiblungerprofoundly impresses the senses.
Other critics have taken issue with the problenwbét is left out in this
narrative of resistance and oppression as well hatvis included
(Helliwell 2009, Mac Giolla Léith 2008, McKenzie @8, McNamee,
2009).

For British filmmakers there is always a questidnvbere to start
and finish narratives concerned with any of thenfudiepisodes of the
conflict in Northern Ireland (Herron and Lynch 20065-78). It is a
pertinent question to ask whethdungerinevitably endorses the format
of the media reporting of the conflict over manyagge with its
abstractions and barren repetition of empty maealitSuch was the
charge levelled at Alan ClarkeBlephant a film with which Hunger
shares certain formal affinities, and indeed botaators are reported to
have described the intentions in making their films creating a
“diagram of killing” (Kelly 1998: 199). However, McQueen brings an
aesthetic of art installation and gallery projectio the subject that is
initiated by the question of how to reduce elemeitsignification in the
work so that what is left resonates or vibrates wit affective quality.
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Previous films on the blanket protest and hungekest, such as
Some Mother's SoandH3 have adopted a more conventional form that
is, arguably, more easily accommodated within @gsharratives on the
conflict. A key problem, here, is always of howsjpeak about colonial
experience when the very terms themselves aredglreambedded in a
structure of meaning established by the dominagime. McQueen
employs more challenging strategies of creativarfibking that seek to
evade this problem that is not one of simply préegna different
narrative which leaves the terms of the languagelfitintact. This
strategy relates well to an observation from Gillsdeuze and Felix
Guattari on the struggle for a challenging artistind philosophic
practice: “We do not lack communication. On thetcany, we have too
much of it. We lack creation” (Deleuze and Guatta€i94: 108).
McQueen certainly tends towards creation rathen ttb@mmunication
more convincingly than many other filmmakers. Iistivay he produces
what T. J. Demos refers to as: “[. . .] an expeanemnf perceptual
creativity that denies the certainty of identitydathe clarity of signs on
which hegemonic order rests” (Demos 2009). By angidnany of the
televisual clichés of films on the Irish conflice s able to shift the
perception away from the “presentifying functioof television and
towards a film that has the potential to generat® amotions that move
beyond the prefabricated emotive models of the danti media
(Deleuze 2006: 291). In this formulation it is reotmatter of merely
telling a different story but of generating a nguatax to “[. . .] carve out
a kind of foreign language within language [. . (Peleuze 1997: 72).
This is not to overstate the extent to which McQugaoduces
something radically different, which | think he do@ many ways, but,
rather, evidence of a genuine will to innovate lis subject within the
cinematic form.

In these terms, it can be said that McQueen operatethe ground
between what we can define as meaning and sensge wheaning is
what is shared in a communication, but sense hds teith the grounds
of intelligibility as such. What can be seen istraiggle, one articulated
by Heidegger who called this relation a “self-rdirep self-
concealment,” where it simultaneously becomes ptesgdp speak and
impossible to say it all (Bartky 1969). As McQudemself states:
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In art, you are trying to create form. In cinemanf already exists. It's a variation
on the form and what you are trying to do is subtrex form. In art, you're trying to
make the form and make sense. (McQueen 2008)

In Hunger, then, there is a restaging that is resistant éoain
conventions, working at times towards their limisit, ultimately,
collapsing back into others. What we see is a gteugver the desire to
escape cliché, yet the inability, ultimately, of Qlzeen to sustain this,
for as Deleuze says in relation to any artisticiica: “There are psychic
clichés, just as there are physical clichés)—raadge perceptions,
memories, phantasmgDeleuze 2007: 61).

McQueen’s effort to shift to a different yet famili cinematic
language can be seen in an early section of the &k we follow the
character Davey Gillen as he enters the prisoniarabliged to strip
because of his refusal to wear a prison uniforran@ng naked in front
of the guards his dissent is logged into the prisadlger in a shot that is
reminiscent of one from Dreyer’'s The Passion ohJolArc from 1928
(Dreyer 1928). Gillen’s reduction to this bare stas matched by
McQueen’s film technique that is driven by a swgt®f reducing the
action, dialogue, and mise-en-scene close to themum needed to
sustain a narrative. The first nine minutes shoimgges of bloodied
hands, prison-guard banter, and auditory insertadib broadcasts that
provide something of a context. We enter the prisothis way through
a climate, both physical and emotional. McQueerrtriess the initiation
of the film project as deriving from a single rdeotion-image from
childhood, of the repetition each night on the @vwgmews of a picture
of Sands’s face and the number of days on hungée sbelow it.
Fragments of information are suggestive of childhaoemory recall
working through the consciousness of an adult. Tdek of any
substantial historical explication is instead mégdi by the duration of
many of the camera shots as he sustains long tkes a single
viewpoint to maintain a concentration on detail tthacreases in
significance as the seconds pass by, somethingatednot his artistic
practice (Demos 2005: 71). This is no mean feat asddeleuze argues
in relation to the painter Francis Bacon, it is stake to think that an
artist starts with just a white surface and theproduces an external
object on it. As he says:
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The painter has many things in his head, or arcuing or in his studio. Now
everything he has in his head or around him isadlyen the canvas, more or less
virtually, more or less actually, before he bediiswork. They are all present in the
canvas as so many images, actual or virtual, sotligapainter does not have to
cover a blank surface, but rather would have to tgnitpout, clear it, clean it.
(Deleuze 2007: 61)

McQueen seeks to resist language in a way thatesctie refusal of the
prisoners themselves, as they demand to be cadedas political actors
rather than criminals. This manifests itself in #mearing of excrement
on the walls of cells as a form of writing or inption, something
McQueen aestheticises by creating an image of ralspi one widely
reproduced scene.

This echoes an artwork by a previous British artiRichard
Hamilton, from 1983 The Citizen based on footage of the men “on the
blanket” snatched from a brief moment of TV coverage. Fombtan, it
was suggestive of the figurative/abstraction motlartstic expression
in the actual image of the men in their cells. Wgtof the impressions
that inspired him to produce the work, he statesdw it as a form of
calligraphy, where this substance is made to: ‘frag® with echoes of
the megalithic spirals of New Grange or the Gaetinvolutions in the
book of Kells” (Hamilton 1983: 8). In the film the emphasis moaesy
from the legibility of the script towards a morepeassive mode beyond,
as McQueen, once again, voices his frustration walds: “| often think
that in movies people talk a lot of shit. They file space with words [. .
.J. It is all about process and all about ‘doimgther than speaking [. . .]”
(Caddell 2009). This attitude is made manifesti®/dn-screen character
of Sands who commits to a course of action thatssée transcend the
limitations of words/shit within the prison strugg|

In the film the narrative is driven by the leadtopthe escalation in
strategy from that of disruption to one of assad8n and suicide. In a
previous work, in the filmCaribs’ Leap McQueen had already
addressed the theme of suicide in a colonial sttmaHere, McQueen
interweaves scenes of everyday, primarily beacha® the island of
Grenada, with scenes of figures falling through gke in an allusion to
the suicide of seventeenth-century Caribs fightirigsing battle against
French colonial forces. As T.J. Demos writes, 8imy: “provides yet
another allegory of the resistance to capturehefsacrifice of the body
in the escape from the forces of colonizati@D&mos 2005: 81).
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The Hunger Artist

Apart from the changing groups of spectators theeee also constant observers
chosen by the public—strangely enough they werallysbutchers—who, always

three at a time, were given the task of obsendirgghiunger artist day and night, so
that he didn't get something to eat in some secegmer. It was, however, merely a
formality, introduced to reassure the masses, Hos¢ who understood knew well
enough that during the period of fasting the huragéist would never, under any
circumstances, have eaten the slightest thingewen if compelled by force. The

honour of his art forbade it. (Franz Kafka, “A HemgArtist”)

Kafka, in his story of the hunger artist, draw®ation to the fact that a
fundamental aspect of the hunger strike is aesthatid a primary
motivation. McQueen indicates that early on in preduction he had
considered making the film without any dialogueakiand that his ideal
choice for screenwriter would have been Samuel 8tcKlearly, by the
time he has got to the shoot this has been lefindetbut there is
something to the idea of McQueen working through ¢heative image
of such an artist. In their book on Kafka, Delearel Guattari write of
the style of Beckett as operating, like him, withwalled poverty” that
pushes deterritorialisation “to such an extremeé ftimhing remains but
intensities” (Deleuze and Guattari 1986: 19). Further on, thmsak of
the disjunction in Kafka between eating and speagkamd indeed, eating
and writing with the potential of the latter to coate with food. This
power of transformation is what seems to underpa dppeal for the
artist of the hunger striker: as they say “To speakl above all to write,
is to fast”(Deleuze and Guattari 1986: 20).

Again, what is useful from this is how this empkasi the struggle
between that which has been deterritorialised agaihe drive for
meaning and the relative fixing through a reterifisation of this
language, in an extensive or representative functiroHunger, there is a
line of flight represented here, but one that ldadfe sadness of suicide
as trapped in the spectacle of starving flesh. Atk#&s story describes,
self-starvation is a performance and as such afmemlcsl is essential,
necessary, and at the same time the essence ofsstatork. For Maud
Ellman, the hunger strike is actually comparableanoact of terrorism
because the force of both relies upon words as rascthe display of
violence itself. To stop it being an act withouhse the hunger striker
must “append a text of words to the mystery ofrtdeintegrating flesh”
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(Ellman 1993: 19). Similarly, the journalist DaviBleresford in his
account of the prison campaign writes:

Hunger-striking, when taken to the death, has aimebquality about it; in
conjunction with terrorism it offers a consummatiohmurder and self-sacrifice
which in a sense can legitimize the violence whpecedes and follows it.
(Beresford 1987: 38-39)

Both sides of the prison conflict are very awaretls nature of this
struggle—this is not a disagreement over empty wardthe particulars
of styles of clothing but a struggle for powerdefinethe framework in
which power itself is to be exercised. Foucaultt@giinDiscipline and
Punishthat all prison revolt is at the level of the ba@pucault 1977).
Resistance, in this context, is a contest overpbeer to determine
symbolisation, evident in the ritual of prisonenaal and the imposition
of a prison number. McQueen effectively focuseghan Goffmanesque
struggle for this power (Goffman 1961: 18-30). Awreasing level of
violence and brutality on the screen sees the tstieicof domination
attempt to impress its force upon soft-flesh whischcourse, works to
harden minds.

The Maze we see on screen is not visualised asrtecyarly
panoptic space, more of a dungeon-like series atesgpwithin-spaces.
Indeed, Allen Feldman argues that the refusal tarwige prison uniform
was itself a refusal to enter into what Foucaultscthe “compulsory
visibility” of the penal regime and an interruption to the igptcircuit
of domination” (Feldman 1991: 156). Although, as sex in the film,
the rectal mirror examination is a violent extensif the powers of
observation, a “colon-ization” according to Feldm@reldman 1991:
174). In terms of the production process, McQueeadamant that the
architecture and light source for the cell act &iedmine, to a large
extent, the nature of the film image itself.

Hunger is effective in its power to extend the on-scrémage to
affect the body of the audience member. The phrasst used in relation
to the film is visceral, that is, a feeling in thedy rather than conscious
reasoning. Disgust, revulsion, wincing, these dtebadily reactions
more than cerebral processes. Of course, thistianmiform process,
one columnist in thé&uardian responded that he would have liked to
have seen the Republican prisoners actually taftmmere on-screen.
What McQueen does so effectively is to set up dectfe encounter:
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this is not a relationship of identification or evgity. Instead, McQueen
talks of filming snowflakes landing on an outstretd hand as an entry
point for the audience. Violence is the force td@tes this film as it did
in the H-Blocks themselves. Hands serve to functimtonymically as
the instrument of violence in this scenario, whetthe tattooed fingers
of the loyalist nurse, or the bloodied and spliékies of the guard.

There is something of Robert Bresson’s world ofwditing objects
in an optical space, but not the wallets Bickpocket, rather, the
surreptitious pencil fromA Man Escapedas we see tightly written
“comms” passed back and forth from prisoners to visitonsl even a
radio hidden within the cavities of the body.

The Face of the Militant

Within Hunger, cinematic signification shifts from the calligtap of the
opening section, to the iconographic of the fiftdt Here, the face is
tied to a struggle over the codifying function ahtjuage and the regime
of signification. If, to quote Deleuze and Guattihom “Year Zero:
Faciality” in A Thousand Plateays'significance is never without its
white wall upon which to inscribe its signs” whappens when that wall
is covered in your own shit? What happens when“iiack hole of
subjectification” leads to suicide through selfrstdion? (Deleuze and
Guattari 1988: 167). Madness is a definite dangee H{Deleuze and
Guattari 1988: 188).

Here, the face, which had been disrupted by thescbithe no-wash
protest leading to a loss of singularity, is briytahorn of this line of
escape away from the penal coding of the prisoimegAn echo of an
attempt to dismantle the face and stir strange rogags can be detected
(this a Bunker-face) even if the effort to elude thrganisation of the
face is finally abandoned (Deleuze and Guattari 819871).
Overwhelming and cacophonous violence is used ey rdpressive
regime to try and subdue this disruptive manoeuanel out of which
emerges a face that will mobilise an absolute séenad the body: the
face of Christ. There is indeed a Holy Shroud héwe,Deleuze and
Guattrai say:

The face constructs the wall that the signifierdsem order to bounce off of it; it
constitutes the wall of the signifier, the framesareen. The face digs the hole that
subjectification needs in order to break throughg¢anstitutes the black hole of
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subjectivity as consciousness or passion, the eantiee third eye. (Deleuze and
Guattari 1988: 168)

The black and the light are already there and weask whether this
scene is not one of pitiless darkness: “A horrorystthe face is a horror
story” (Deleuze and Guattari 1988: 168). McQueent&/&0 not explain,
but he is relentlessly pulled towards a romantttisedscape. The white
walls of the cells are smeared brown, the lighgalow, like piss, and
the piss is dark and malevolent. This is a violenérruption to the
circulation of meaning within this institution, oé the most important
nodal points in the repressive state apparatushef Northern Irish
statelet. By the end of the film, the black hols bacome the white hole,
but it is still a system orientated towards therdegero of faciality.

Now, it seems, the mythological is to determine iba&th of
signification. The slowness of this imprisonmentl Wi intensified on
the body. It is as if the mouth is sewn shut, tipening closed, the
chrysalis nourishing on the internal juices of Huey until it runs dry.
The correlate landscape is an enclosed one frorohwhis only possible
to escape in recollection, and a repeating ofatsélational Republican
narrative: sacrifice, martyrdom, redemption.

The face is a landscape now, a sacred land. DelendeGuattari
write:

The close-up in film treats the face primarily aamdscape: that is the definition of
film, black hole and white wall, screen and camébeleuze and Guattari 1988:
172)

The maternal face is in this landscape. The rettibles are landscapes
populated by a dreamed-of face, a child’s face.Atevwall pushes the
subject towards abstraction but is always returpgdhe ever-present
machine that finds a corner from which to extenke Tat is always at
the edge of the frame. It travels along the lineveen the outside and
the inside. The maggot, on the other hand, trebetiween the inside and
the outside. Larval blindness versus muroidean gmawSelves are
larval subjects” (Deleuze 1994: 100). McQueen kegith yellow and
brown form, not as outlines, but as the matrixtfa colours yet-to-come
(Deleuze and Guattari 1988: 173).

The architecture of the prison functions, hereg éece. The corridor
is the primary locus of conflict where the impassecontested and
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resisted. It spills out of the cells and invades $pace transforming it
from sanitised passageway to malevolent a-subgecflew. In a
remarkable scene, McQueen shows the prisoners inguttiannels and
barriers to direct in a coordinated way the buckdtbodily waste that
wash underneath the doors, pouring out into theidmt There is a
defiling intensity to this action that sees thenariflow together into
pools that sit under the fluorescent strip lightifige response from the
guards to this invasion of the corridor space isious and brutal
violence that escalates to their invasion into taities and anal
passages of the prisoners. Later, McQueen maintaisisot of almost
unbearable duration as the figure of a rubber-libgieard pushes the
liquid down and out of the corridor, only pausimgstweep it under the
door of an arbitrary cell.

The individual prison cells are an extension o§ thiocess. If tools
can become weapons, shackles become winches,gothibnwarders into
the realm of the prisonergco-system and regime of cathected bodies.
The cell is only to be entered in prophylactic suike the rubber gloved
hands that force their way into anuses and thentimsoas violent
incursion. The prisonersefusal is a refusal to fold the body to an alien
interiority of disciplinary representation. This opluces the
exteriorisation that is an inversion of the violenaf the guards into a
counter-defilement, operating on and through thaybo

Sands’s face is now en-ciphered as part of a regirganising as
“political power operating through the face of fkader” (Deleuze and
Guattari 1988: 175). The face of the militant isehpresented as akin to
the face of the saviour:

Jesus Christ superstar: he invented the facializatfahe entire body and spread it
everywhere (the Passion of Joan of Arc, in close-(Ipeleuze and Guattari 1988:
176)

The (Anti)Christ-face of the militant is produced apposition, not just
to the guard, but also to the priest. Soon, howédwah these oppositions
collapse into the Christ-face. McQueen, of couis@ot a militant, and
cannot keep them apart. Like opposite poles of gnetathey pull with
increasing force until they collapse into each otigpeech becomes
impossible but the face “is a veritable megaphdb&leuze and Guattari
1988: 179).
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The disciplinary regime seeks to crush any othaeristic and there
is outright war on the right to determine the digniof the almighty.
This politics demands a face. The close-up, then,amticipation,
foreshadowing death. This face is not dismantlee,témptation proves
too strong and he is caught, pulled back into #ue finstead of escaping
along the “asignifying, asubjective, and facelessiken line of a love
connecting with the other instead of conqueringmh@eleuze and
Guattari 1988: 187).

The Militant and the Priest

I am standing on the threshold of another tremblvogd.
Bobby Sands (Beresford 1987: 84)

This last section considers the issue of belief-ebal the film (beliefin
film). Halfway throughHunger, McQueen changes the dramatic tone
seen in the shocking execution of the guard and thearing the screen
for Sands. This strategy of constantly de-centréiregnarrative subject
is adopted from the beginning of the film. We shiéim the gloom of the
blanket protest and the relentless violence metddon the prisoners
into, firstly, an intermediate, stabilised realm tbe priest versus the
militant, secondly, into the light of the passidreflecting once more
McQueen’s background in gallery installations, tlnarcation of this
tri-partite structure challenges conventional rireaby opening up this
space of inter-mediate dialogue.

In a seventeen-minute fixed-camera shot therdtlis thovement on
screen between the two characters. But | thinkishisss in the direction
of a “rediscovery of the fixed shot” (Deleuze 19828), and more
towards what Bresson would call “theatricality” @son 1986: 15).
What we see in this staged argument is a confiontabetween a
Republican militant, who has made the choice torodrto death, and a
priest in the tradition of a certain kind of libdom theology, who
challenges the morality of this act of suicide. Mie@n is adamant that
he organises the shot like this to make cleartttigtis not a conversation
that we as an audience are positioned as inclugexhithe contrary—we
are made to feel excluded, or at least distanaed fit.

This scene is preceded by the execution of thedgumafront of his
lost-to-dementia mother. Death, therefore, brackbis section and
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symbolically clears the screen for the elevatiothef Sands character. If
Sands ordered the execution then this is part wérg specific line of
action: no more “negotiation” but to act. This i3 be contrary to
negotiation, which itself is a form of recognitioayen a legitimacy,
certainly an economy of rights (Cheng 2004: 118)s;Thowever, is not
simply a demand for recognition but simultaneowslgis-recognition, a
refusal of the symbolic order of British rule. Tlésa move towards the
abyssal Real, only to be recaptured by the Republimaginary. The
scene resonates with a Kierkegaardian sense chatkarthe Knight of
Faith, who does not hesitate, versus the Knighinfifiite resignation,
whose walk, he says, “Is light and bold.” Kierkeghaoncluded-ear
and Tremblingwith: “Faith is a marvel, and yet no human beisg i
excluded from it; for that which unites all huméfe Is passion, and faith
is a passion” (Hong 2000: 101). However, as DeleumkGuattari state,
the passional regime is a line of flight of potaliyi dangerous value,
where subjectivity is deterritorialised and intdiesi (Deleuze and
Guattari 1988: 129).

Bobby Sands’s quote from his secret diary, kept ttoe first
seventeen days of the hunger strike, indicatesaitwafpolitics suggested
by such thought will be defined by the traditiontieé Christian martyr,
as indeed the quote from Kafka at the very begipaitudes to. But the
other side of this passion is the inherent violeiiceontains, for as
Levinas argues:

Kierkegaardian violence begins when existence isefb to abandon the ethical
stage in order to embark on the religious stage ditmain of belief. But belief no
longer sought external justification. Even intelyalt combined communication
and isolation, and hence violence and passion.irfasv1998: 31)

McQueen'’s organisation of the film works as a psscgiving form to a
kind of deterritiorialisation of the prisoners dwey enter the prison
system and embark upon the defiance of the blgmkéest, and then the
reterritorialisation of the prisoners around thlwufe of Bobby Sands as a
militant, but singularised, subject. The questi@nehis whether the shift
to the figure of Sands articulates a switch fromatviight be defined as
the combat strategy of the dirty protest and om toar footing of the
hunger strikes. There is something here of the @éusgiker as one who
pulls the myriad lines of resistance, defiance, dafilement into the
realm of the body of the subject, which now becontes scene of
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conflict. Like Dreyer'sPassion the judges seek to contain the terms of
the dissent to orientate the logic to that of thgime. But, there is a
resistance here, even if one prone to capture addiaation, and the
guestion remains as to whether it tips over intdiaigion. Deleuze
draws a distinction between combat and war thaérsnent, he writes:

Combat is not war. War is only combat-against, &teitlestruction, a judgement of
God that turns destruction into something “jusilie judgement of God is on the
side of war, and not combat. (Deleuze 1997: 133)

In one image from the film, redolent for some ofFeancis Bacon
painting, the bloodied and beaten figure of Saras dn expression of
ecstatic bliss. However, this moment signals at shithe aesthetic of
McQueen away from the disintegration of the bodyd aits
indiscernibility, to use a term Deleuze applieB#on’s paintings and
his “Anglo-Irish pity” (Deleuze 2003:17). This sensf identification by
the artist for the suffering of the body is onepd¥y for the “meat,” the
common zone between man and beast. As he states:

This is not an arrangement of man and beast, neseanblance; it is a deep identity,
a zone of indiscernibility more profound than amntimental identification: the
man who suffers is a beast, the beast that suffeesman. This is the reality of
becoming. What revolutionary person—in art, pdditiceligion, or elsewhere—has
not felt that extreme moment when he or she wakimptbut a beast, and became
responsible not for the calves that died, beforethe calves that died? (Deleuze
2003:18)

The presentation of the contrived conversation betwthe militant and
priest can be read as kind of self-argument, leshdlalia” and more
like an internal party debate. For one type of temii subjectivity,
informed specifically by Maoism, there is an esednbeed for a
“criticism/self-criticism” mode of interrogation,of the breaking and
remaking of the self as a militant subject (Thob@®08: 103). On
screen, Sands is given the opportunity to challetige charge of
narcissism to his action, where violence can alwhgs found as
necessary to the destruction of the Other.

The transformation of the hunger striker is theiffmation of the
subject through the movement to an absolute liffiite body of the
militant is the medium of the struggle and the filimly focuses on the
skeletal frame and suppurating sores, tenderlysdedy the hands of
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the gentle nurse. The endurance of the actor im pieiriod of self-
enforced starvation is a spectacularised moment #&odience
consumption, but also arguably shifts the audidngestment towards
him and away from the historical figure, for as E&torton emphasises:
“The figure in the centre of the frame is now Mi¢Haassbender, the
actor” (Horton 2012: 127).

By the end, the face of Fassbender/Sands on sbasa religious
guality suggestive, to a certain extent, of Dreyeivan, a face that out-
spiritualizes the Church. But martyrdom will alwafsld in place a
politics defined by the religious transcendentdle tmilitant is too
religious and the religious too militant. Therenist the joy of being
communist here (Hardt and Negri 2000: 411-13). $eone, suicide can
be an affirmative act, a refusal to accept an irepished level of
intensity, the intolerable (Braidotti 2005: 149)wkever, the question is:
does this operate here? If this were its limit tha® one commentator
suggests, it shifts from a biopolitics to its opp®ms-a thanatopolitics
(Gooch 2011: 9). But there is the glimpse of soinetlkollective beyond
this embodied aesthetic, as the promise made bgsSanthe film to
radicalise “a new generation” is made manifest agead in the closing
frames that he was elected MP for Fermanagh anthSiouone, thus
extending to something of the vast crowd of a 100,6rowd that lined
his funeral route. As the skeletal body of Fassbe&dnds is removed
from the celluloid space, it connects to a moveneerside, a shift from
the singular to the promise of a collective.
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