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1. ahlct029 - The Annales: Braudel and beyond (History); beginning (2000 words) 
1. nm0093: good morning how are you all all right good just a few notices just a  

2. reminder after this er er today er one o'clock in room H-four-o-three there's  

3. an open day for potential graduate students so if you're thinking of going on  

4. doing er er graduate work postgraduate work in er this university or elsewhere  

5. go along and er chat er have a discussion room H-four-o-three secondly this  

6. same time next week and in this room there will be a session for er students  

7. for third year students er er a sort of careers session b-, w-, there'll be  

8. publicity going up over the next week but it's targeted at you er so if you're  

9. thinking you might like a job at the end of all this [laughter] er [laughter]  

10. whatever er that is that could be helpful and useful for you so trees b-, er  

11. book that time this th-, this place one o'clock  

12. after the lecture next week and there'll be a session and then thirdly i'm told  

13. that there is a er sign up notice about library skills er sessions er aimed at  

14. second and third year students intended to focus on library reference and  

15. bibiliographical sources in the library and also remote sites accessed via the  

16. Internet er this is i mean i know you probably all know all this stuff anyway  

17. but particularly if you're going to do a long essay associated with your  

18. special subject or whatever this year this could be very helpful for you so  

19. there there there is a er two two times so it's on a sign up basis it'll be on  

20. the board one is er actually good lord it's today i wonder why i've been given  

21. this to to talk today it's at one o'clock so er there's again there's another  

22. clash er there for you er so i would just turn up and it's in er library  

23. training room i-, floor one of the library  

 

nm0093:  

24. the Annales we left it last week er just in the post-war moment er in which f-,  

25. academic life in France as most of the wester-, the rest of the western Europe  

26. is re-, reorganizing itself if you like in the aftermath of er er the war and  

27. as i argued what happens then is that er an intellectual grouping associated  

28. with a history periodical the Annales er which in the s-, from its inception in  

29. nineteen-twenty-nine through the thirties had been a crusading a crusading  

30. journal if you like for a new kind er of history er secures a very firm  

31. institutional base at the heart of the of higher education and er er the  

32. research establishment er within er er within France and that what that stood  

33. for was er a greater openness in French er in the French historical  



34. establishment er thereafter er towards social economic and cultural history   

35. i mean the the journal ref-, rec-, renamed itself as i as i mentioned last time  

36. the Annales has gone through a number of er changes of name er rech-, changed  

37. its name to Annales  

38. well it's usually E-S-C Ă©conomies economies sociĂ©tĂ©s societies civilisation  
39. er economy soci-, s-, e-, economic history social history cultural history  

40. that's the sort of triad of values which this new type of history of the  

41. thirties had established a move away from the politico er er e-, political  

42. elitist type of narrative history which had been as i was arguing was the norm  

43.  in er French historical departments or establishments er hither-, hitherto and  

44. that and this is the last point i i left you with really it is at that moment  

45. that there appears a work which would be the flagship if you like of the  

46. Annales approach which er Lucien Febvre who is the s-, the do-, doctoral  

47. supervisor the doctoral er of of this doctoral dissertation er f-, Lucien  

48. Febvre says i-, it's everything we've been looking for and waiting er for it  

49. will be the work of a man Fernand Braudel who had spent most of the er Second  

50. World War in a prisoner of war camp in Germany and there had written on old  

51. school er notebooks the  

52. core of a thesis which he'd researched er in the nineteen-thirties in a number of 

53. er er locations er which were sustained as a thesis and which was published  

54. in nineteen-forty-nine as The Mediterranean and the Mediterranean World in the  

55. Age of Philip the Second published in nineteen-forty-nine author Fernand  

56. Braudel Mediterranean and the Mediterranean World in the Age of er er Philip  

57. the Second the sixteenth century er broadly speaking this a classic work and if  

58. you're doing the Annales you do Braudel you know about this er er this work he  

59. had been a pupil of er Lucien Febvre a doctoral student working under Lucien  

60. Febvre in the nineteen-er -thirties he'd had a number of postings including one  

61. in SĂŁo Paulo in er Argentina but had spent as i say most of the war in a  

62. concentration camp where he was sort of writing up very good place to write up  

63. i would think a as long as you can get paper and pen a conc-, a concentration  

64. camp doesn't have the sort of  

65. diversions of er er other sort of er er localities bit grim sometimes i'm sure  

66. but er er er publishes it nineteen-forty-nine goes into a re-edition in  

67. nineteen-seventy-two it is one of the classics of twentieth century  

68. historiography why what's so special about it and more pertinently for what  

69. we're saying now how does it link up to er that new kind of history why is it  

70. seen as a sort of er a role model a flagship of this new genre of Annales style  

71. history well one thing you can say about it absolutely it is not the kind of  

72. small scale study which Febvre and Bloch had argued before history had been  

73. obsessed with before you know ministries and er kings and all the rest of it it 

74. is er a massive it has a massive focus it is at the heart of the study is the  

75. history of a sea the Mediterranean Sea not even a small sea er a very big er er  

76. sea it's not small se-, er er small scale it is non-Eurocentric because one of  

77. the interesting things about this is er one of the numerous things which are  

78. interesting about it is that it is er a s-, er the Mediterranean is a er a sea  

79. which abuts on two three er continents and therefore you can write a history  

80. which is not as Eurocentric as most of the history had been written er hitherto  

81. he's as interested in other words in the southern and eastern shores of the er  

82. Mediterranean as its er European er er er er fringe as well it is very clearly  

83. an anti well even yes i think anti certainly non but even anti politicocentric  



84. er text as well and er br-, Braudel tells the story how of how when he was  

85. starting his er doctoral research he he wanted to work on the diplomatic  

86. history of the age of Philip the Second er and indeed that study is still there  

87. but it's encased er i-, within a much broader er framework as as er we'll see  

88. it is fourthly avowedly and very sort of magnificently interdisciplinary er  

89. sociology economics cultural history er demography i think that's coming in as  

90. well in other words the study of population in the past through  

91. quantitive er er m-, er materials assembled in any way through parish records  

92. or or whatever i think that's one of the big you know developments in post-war  

93. French history the way in which population history gets written into er the way  

94. in which French history er er is done and the other discipline i think which it  

95. draws very heavily on and which again goes back to the Annales sort of paradigm  

96. is geography er you know this is a a geographical history in fact sometimes  

97. called geohistory Braudel's geohistory as it you see that sometimes in er  

98. referred to er it's got a hero this st-, story this narrative but the hero's  

99. not a man or a woman it's a sea er the sea is absolutely at the heart the the  

100. you know the topic of the of the of the book and he goes on i mean one of one  

101. of the other works which he does which i think isn't quite as er as er sort of  

102. earth shattering as this really er on capitalism in the early modern period  

103. which again is goes on from this and tr-, tries to see er do a history of not  

104. just the s-,  

105. the Mediterranean but of the whole the whole world a sort of global history er  

106. which brings in the geographical factors in particular and which is very  

107. interdisciplinary er a-, and whatever so extremely interdisciplinary and this  

108. is something which he continues er with and another i think central feature of  

109. the work which i'd really highlight which i think is what brau-, one of the 

110. things that Braudel brings to er the Annales framework or the Annales paradigm  

111. and gives it a sort of very distinctive feel about is his notion of time so  

112. when i'm talking about fernel Fernand Braudel's time i'm not just thinking of  

113. the moment of Fernand Braudel the advent of for-, Fernand Braudel in the late  

114. forties i'm thinking also of his notion of er er er time it links his notion of  

115. time links back to those critiques of narrative and political narrative which  

116. Lucien Febvre and Marc Bloch were making agai-, er er in the past er against  

117. that sort of political emphasis er er o-, on er er l-, er against that idea  

118. that history had to be told through the narrative of a ruling elite or a king  

119. or a ministry er or whatever and implicit in that against the idea that time is  

120. something which is linear linear and can be followed by a narrative er mode so  

121. you just you know history is what happened next er er if you like and that  

122. comes out er in in the way in which history er was and to a certain extent is  

123. written by many er er people not only is it unilinear is it it is also  

124. homogeneous er so basically it follows the same frameworks as political history  

125. how many of us not have not read something like you know Society in the Age of  

126. er Louis the Fourteenth or Population in Society in Victorian England so  

127. accepting the political framework and working within er with those for Braudel  

128. time i think had little to do with dates of kings and ministries er but rather  

129. time er pulsates to social economic cultural even geographical er rhythms in  

130. the preface to The Mediterranean World he  

131. says he sort of started on this biography well this diplomatic history rather  

132. of er Phillip the Second and he decided he'd work not just on Spanish diplomatic  

133. documents but as many diplomatic documents as he could so he look-,  



134. went all over the Mediterranean all over Europe looking at other er er records  

135. and he said there came a moment there came a moment and he got interested in  

136. population and society and economics and all the rest of it there came a moment  

137. when he s-, he s-, said he suddenly had a sort of moment of realization that  

138. Philip the Second who after all was going to be the hero the centre the  

139. absolute centre of this study was and i'm quoting more acted upon than actor he  

140. was plus agi qu'acteur he was more acted upon er than actor now this obviously  

141. is recalling and i think probably fairly consciously er the i-, er in in by  

142. Braudel the idea outlined by Marx  

 

2. ahlct037 - Hume's Treatise (Philosophy); beginning (2000 words) 

 

1. nf0157: er okay er i'll just say a few things about the book er w-, as you know  

2. we've spent last term and the first part of this term talking about Locke and  

3. Berkeley er we're now moving on to Hume so the next six lectures er the last  

4. six lectures of this course are on Hume this is a copy of Hume's Treatise er  

5. i'll say a little bit more about that in a minute so that hopefully it will  

6. reach a larger audience when a few more people have got here er so i'm just  

7. going to say i'm going to say a few things about Hume and a few things about  

8. the Treatise er and then we'll start by looking at Hume's sort of philosophical  

9. method you might call it okay so Hume out of the three philosophers we study on  

10. this course Hume is probably the most famous of the three and he's certainly  

11. he's famous for his very very famous theories of cause and effect whicfh we'll  

12. look at in a couple of weeks' time and  

13. for his influence on later philosophers particularly Kant who of course you're  

14. looking at in Modern Phil Texts er that is unless you're joint honours er  

15. handout er Hume of course follows on from Locke and Berkeley he's an empiricist  

16. like Locke and Berkeley like Locke and Berkeley he thinks that all of our  

17. interest and knowledge is derived from experience and we'll be talking much  

18. more about that today what that actually comes down to for Hume and he's also  

19. following on from the arguments from the kind of from the challenges that were  

20. laid down by Locke and Berkeley so he takes on a lot of Locke's er a lot of the  

21. the terminology used by Locke and Berkeley and he looks at another lot of the  

22. same kind of problems i mean particularly he's interested in abstraction and  

23. scepticism whether Locke and berk-, whether Locke's account in particular ap-,  

24. implies er scepticism about the ex-, external world whether empiricism implies  

25. scepticism about the external world and er the most i mean  

26. one of the most famous things that he takes on from Locke and Berkeley is is  

27. the theory of personal identity er he looks at Locke's account he looks at  

28. Berkeley's account and then he proposes his own account and we'll be looking at  

29. personal identity the very last lecture of this term in week ten er but i mean  

30. so those those are Hume's er some of Hume's philosophical antecedent why he's  

31. called an empiricist but i mean i think one of the another really huge  

32. influence on Hume which i talked about in the very first lecture of this course  

33. back at the beginning of last term with Newton er Hume's a scientist really he  

34. he's he's really taking a scientific method and applying it to philosophy so  

35. Newton offers us this this kind of mechanistic account of matter it's this this  

36. whole new science of matter in which all of the movements of of particles of  

37. bodies can be described in terms of equations so it's moving towards the kind of 

38. deterministic science that we really take for granted  



39. today the fact that if something happens in the world there will be a reason  

40. for it there'll be an explanation for it and Hume in i-, i mean this is really  

41. i suppose the the biggest shift in thinking in Hume is that Hume saw man as  

42. another part of the natural world i mean just another part of the natural world  

43. and and if you think well okay so what's so exciting about that i mean just  

44. think about how the rationalists say Descartes viewed viewed man in the  

45. rationalist picture of of human kind is of this sort of this being in the image  

46. of God someone who whose life is governed controlled purely by reason right so  

47. for the rationalists you know you're not a part of nature sort of swept along  

48. with everything else your reason governs your life you have control in virtue  

49. of being a rational animal right that's the rationalist picture but Hume  

50. completely turns that on its head i mean it's te-, in reason is the slave of  

51. the passions very famous  

52. quote from Hume reason is the slave of the passions so reason is is a sort of  

53. secondary thing the passions the emotions the feelings are what really govern  

54. us and not reason reason is something that comes in later and er i mean so  

55. basically what that means is that man humans are just another part of the  

56. natural world we can explain human behaviour in exactly the same kind of way as  

57. we explain things scientifically and then again i mean just as a sort of modern  

58. comparison i mean you might want to think about Searle that you did last year  

59. in part one i mean the sort of contrast between the kinds of exan-,  

60. explanations we offer of of human action and the kinds of explanations of  

61. scientific phenomena basically what Hume's saying is there's one kind of  

62. explanation that's applicable to all of these things i mean obviously the the  

63. things we're explaining are slightly different in in terms of humans in terms  

64. of of of human thought human action we're dealing with  

65. with maybe ideas or thoughts or whatever as opposed to physical objects but  

66. basically there's one kind of explanation and it's a naturalistic kind of  

67. explanation so that's the the the huge sort of shift in thinking that that we  

68. get in Hume and i mean Hume Hume sees this as a kind of an experimental enquiry  

69. so h-, he takes this empirical scientific method which Newton applied with such  

70. success but which goes right i mean you may remember the historical sort of  

71. picture i was giving you back at in at at the end of at the beginning of last  

72. term er th-, the sort of going right back to Bacon the sort of empiri-, the  

73. rise of empirical science and Hume's taken that picture and what he wants to  

74. derive is write some the science of man okay so Newton gave us this er when  

75. somebody starts writing this down you see this is Newton gave us the science of  

76. matter and Hume is giving us the science of man along exactly the same lines so  

77. he wants to come up with some kind of  

78. laws of association you know just like Newton has this equation you can draw  

79. the the fall of a billiard ball or whatever the the fall of a not a billiard  

80. ball things that you drop off towers and things you can measure their velocity  

81. in terms of the forces acting on it Hume thought a similar kind of account  

82. would be possible for the man the reason for what goes on in our our  

83. understanding er right okay how does he do this well how are we going to how  

84. are we going to empirically investigate the human mind well of course the  

85. methods of neuroscience the methods of of you know looking at medical methods  

86. looking at people's brains obviously weren't very far advanced and anyway maybe  

87. that's the wrong place to look i mean Hume's interested in thoughts and  

88. feelings and so on so really the method that we use is of course introspection  



89. we look into our own minds we see what's going on there and we can posit laws  

90. relations we can carry out this empirical investigation  

91. into all the whole nature of human understanding so this is the project well in  

92. the the next six lectures so today and and the rest of this course er we're  

93. going to look at various topics in Hume's philosophy and these taken from book  

94. one of Hume's Treatise of Human Nature so this is the Treatise it's a very fat  

95. book er however this this particular one is very fat because it contains a  

96. large amount of introductory material and er glossaries and notes 

97. and all this kind of stuff if you're going to buy the Treatise so this is a quick st-, step  

98. back from Hume for a second 'cause i wanted to say this at the beginning er if  

99. you want to buy a copy of this this is very very good value this is a tenner  

100. and it's quite can you see how thick it is that's quite a lot of book for a  

101. tenner if you given how expensive philosophy books are er this is edited by  

102. Norton and Norton er and it was on the reading list right at the start of term  

103. so you should have that already er there are ve-, er they  

104. should be available in the bookshop i haven't actually checked i did ask them  

105. to order some copies er there are lots of other editions of the Treatise so you  

106. don't have to get this one but this one's got a very big fat introduction so er  

107. it it might be useful er the Treatise in fact has has three books in it er and  

108. we're only going to be looking at book one book one is entitled Of the  

109. Understanding so this is Hume's the the beginning of hu-, Hume's science of man  

110. as it applies to to reason and to thought er we'll be look-, i-, it basically  

111. introduces this philosophical method and then it looks at applying that to 

112. a number of philosophical issues such as space and time causation knowledge and  

113. belief personal identity er the second book is is Of the Passions so that is an  

114. account of o-, o-, a a really i mean an account that was discredited for a  

115. while because of things like Freudian psychoanalysis and things like that but  

116. now is is is people looking at it more and it  

117. gives an account of the emotions the desires things like pride and lust and and  

118. and pity and and and of course human freedom which is probably one of the most  

119. important things in a in book two and then book three is is Hume's moral  

120. philosophy and i'm not sure i meant to ask Philip whether you do any hu-, of  

121. Hume's moral philosophy do you do any of Hume's moral philosophy in your morals  

122. course well even if you don't it's certainly something that people will refer  

123. to so the the moral philosophy is in book three of the Treatise but as i said  

124. we're only going to be looking at book one and we're going to look at number of  

125. topics from book one we're going to start by looking at Hume's philosophical  

126. method and then next week we'll talk about belief then two weeks on his theory  

127. of causation his scepticism and then finally his theory of personal identity that's the 

128. plan any questions about Hume in general cool right okay so what i  

129. want to do today is just i mean having  

130. sort of given you a little tiny tiny bit of an overview of what Hume's about er  

131. is just look at that he's basically his his tennets of his empiricism what his  

132. empiricism means for Hume how he sets it out what the basic principles he's  

133. working with are and these basic principles are vital because these are the  

134. principles that he later applies when he comes to look at specific problems so  

135. when he looks at causation he uses the principles we're going to look at today  

136. in order to analyse the notion of of cause so this is basically the the most  

137. important ground work the basic foundations of of Hume's empiricism and er this  

138. er basically comes down to his distinction between ideas and impressions and  



139. what he does with it so this is on the handout er c-, first talk about what the  

140. distinction is why it's important and what we might think  

 

3. ahlct013 - Approaches to Virginia Woolf's 'Orlando: a Biography' (1928) (English); 

middle (2000 words)  

 

1. so it's a kind of death writing if you want er so even if the camera and the  

2. photographic image is literal and true and true to its subject the model is  

3. manipulated as Vita was and in her case she's manipulated to dress up in skimpy  

4. clothes to present a different version of herself er and i've put a couple of  

5. the the photographs of her on the sheet where i think she's very much being  

6. made to dress up you know she's she's dressing up to play a part er [sniff] and  

7. of course she is then further fictionalized by the context within which the  

8. photograph is placed in the text the images of Vita Sackville-West in Orlando A  

9. Biography become fictionalized as images of this totally fantastic subject er  

10. or should that be fantasized by Virginia Woolf as images of her fictionalized  

11. fictional subject er either way the indelible print of truth is now through  

12. Virginia Woolf's playfulness and manipulations er a very kind of slippery  

13. concept er it's it's an image this footprint of truth whose meaning i think  

14. keeps slipping between  

15. different levels of signification er so is this just an elaborate joke the butt  

16. of the humour being Virginia Woolf's father er so an obituary to the late  

17. Victorian man of letters and his culture is it a homage to Vita it was  

18. described by s-, by some people at the time as the longest love letter in the  

19. English language er is it a very ambiguous flirtation with the English  

20. aristocracy by an avowedly socialist and feminist writer er i think the  

21. parodying of biographical conventions opens up all of these possibilities er in  

22. the reading of the text and of course it's that playfulness which allows  

23. Virginia Woolf to do all those things how am i doing for time er the the second  

24. of my er extracts excuse me i'm my voice is going [sniff] the second of my  

25. extracts is from the start of chapter five and beneath it i have put probably  

26. totally illegible i apologize for that but just to draw it to your attention  

27. the first  

28. chapter of Charles Dickens' Bleak House if you remember chapter five is the  

29. point when we've just got into the nineteenth century so what i want to suggest  

30. is that throughout Orlando Virginia Woolf parodies the style the literary style  

31. of the historical period she's talking about so that i-, in chapter five when  

32. we get into the nineteenth century she quite self-consciously deliberately  

33. parodies the prose of Dickens [cough] i don't know if i've got time just to  

34. read you a little of that the great cloud which hung not only over London but  

35. over the whole of the British Isles on the first day of the nineteenth century  

36. stayed or rather did not stay for it was buffeted about constantly by  

37. blustering gales long enough to have extraordinary consequences upon those who  

38. lived beneath its shadow a change seemed to have come over the climate of  

39. England rain fell frequently but only in fitful gusts which were no sooner over  

40. than they began again  

41. and then she moves from that to er a kind of developing of the metaphor of  

42. dampness dampness er in all its possible kind of workings and connotations is  

43. an elaborately developed over at at least two pages and i won't go into 

44. all that now 'cause that would be perhaps tedious in a lecture er [sniff] but it is  



45. very similar to what Charles Dickens does at the start of Bleak House where he  

46. takes again a kind of er a climate metaphor this time fog er the great London  

47. smog and develops it into a metaphor for the workings of er Chancery the court  

48. of Chancery the Lord Chancellor er and again starts by what appears to be  

49. possibly realistic description but then moves into er a kind of fantastical  

50. mode which totally leaves realism behind i mean one of the things one can  

51. perhaps say about Virginia Woolf is that she's writing er in a modernist  

52. tradition and that one might try and define modernism as coming after  

53. nineteenth century social realism and therefore b-, having as its its er its  

54. style that of antirealism  

55. er and yet i think what one can see here is that in parodying Dickens er she's  

56. not parodying something which is not already there Dickens himself often moves  

57. off into fantastical and kind of gothic er elements as ways of making a comment  

58. on the social situation so that's another kind of parody which goes on  

59. throughout this this novel and again something you might want to do in more  

60. detail on your own or in seminar is kind of work out what other prior texts are  

61. being parodied by Virginia Woolf er but i do want to to mention the fact and  

62. that's over the page on the sheet that she also parodies herself er she  

63. parodies the Time Passes section of To the Lighthouse which is the novel which  

64. i said at the start is based on her childhood kind of summers spent at Talland  

65. House er and has er an elaborate first section where the comings and goings in  

66. the house are described at length and then moves into a short middle section  

67. called Time Passes where the whole of the Great  

68. War is kind of dealt with in a few pages and including you know people kind of  

69. dying on battlefields er the miss-, Mrs Ramsey character dying and so on er and  

70. again i've just taken a small amount for the sheet to give you a kind of a feel  

71. for it er it's it's it it's that sense of trying to capture the passing of time  

72. kind of skimming over the top of it rather telling er details as you might  

73. normally er so my fifth extract is from the Time Passes section of To the  

74. Lighthouse night after night summer and winter the torment of storms the arrow- 

75. like stillness of fine weather held their court without interference listening  

76. had there been anyone to listen from the upper rooms of the empty house only  

77. gigantic chaos streaked with lightning could have heard tumbling and tossing as  

78. the winds and waves disported themselves like the amorphous bulks of leviathans  

79. whose brows are pierced by no light of reason mounted one on top of another and  

80. lunged and plunged in the darkness  

81. or the daylight for night and day month and year ran shapelessly together in  

82. idiot games until it seemed as if the universe were battling and tumbling in  

83. brute confusion and wanton lust aimlessly by itself well i tried to read that  

84. with a slight sense of how easy it might be to parody that slightly breathless  

85. style er which is in effect what Virginia Woolf does in what i put on as the  

86. fourth extract on the sheet it was now November after November comes December  

87. then January February March and April after April comes May June July August  

88. follow next is September then October and so behold here we are back at  

89. November again with the whole year accomplished er [sniff] but clearly there  

90. you know it's the poor biographer who she's she's turning into a kind of butt  

91. at her sense of humour and i do think there may be behind this again a kind of  

92. serious philosophical point but i'll come to that in a minute okay so that's  

93. just to alert  

94. you to different kinds of parody in the text and i'm not going to kind of carry  



95. on talking about that now because i want to talk about the whole issue of  

96. writing history er before we finish [sniff] okay so my next sish-, section is  

97. about history [cough] [sniff] and i just want to quote you again something i  

98. quoted you earlier and just listen to it carefully Vita was the latest in a  

99. line of the noble Sackvilles whose history she had lovingly written a few years  

100. before Orlando in Knole and the Sackvilles nineteen-twenty-two on which Woolf  

101. drew extensively for her background to the novel so i quoted that to you that  

102. earlier in the lecture as a quick way of providing some background information  

103. about Vita Sackville-West and about the fact that she had an aristocratic  

104. family background however i want to come back to the quotation and think about  

105. the exact phrasing which Rachel Bowlby uses here she  

106. says whose history she had lovingly written a few years before it's very  

107. careful very carefully chosen phrase and yet even Rachel Bowlby who i think is  

108. a great stylist cannot avoid the ambiguity of the word history does she mean  

109. Vita wrote down lovingly the authentic and true record of events as they  

110. actually happened or does she mean Vita wrote down her account of her family's  

111. past for in the English language history refers both to what has happened in  

112. the past as it happened at the time er which is perhaps what we imply by kind of 

113. saying colloquially you know that's history he's history whatever meaning  

114. you know it's past it's over i don't have to bother about it er but history  

115. also refers to the writing of history the study of history er the activity of  

116. historians working with secondary sources and producing a kind of narrative  

117. account er which we should perhaps more accurate-, accurately refer to as as  

118. historiography er in fact the only kind of  

119. history we can ever know is actually the second historiography th-, the telling  

120. of the past shaping an account telling a story about it using a variety of  

121. sources to build up to build up what an accurate account of the past an as  

122. accurate a picture as possible or you know my interpretation of events as  

123. opposed to somebody else's interpretation of events er arguably even when we  

124. try to build up as accurate a picture as possible inevitably all we actually do  

125. is give you know our interpretation of events my own interpretation of events  

126. er so in the nineteenth century historians tended to believe that political  

127. history was more valuable than other kinds of history that the stories of  

128. nations could be told through the exploits of famous men military leaders  

129. rulers ambassadors diplomats whatever [sniff] er and in fact there was a whole  

130. series called Story of Nations which i don't suppose anyone here is is kind of  

131. old enough to  

132. remember but anyway but there are other ways of telling stories of the past  

133. which might concentrate on the daily existence of very ordinary people er and  

134. in fact that approach to historical studies didn't really begin to be developed  

135. until around the time that Virginia Woolf was writing Orlando er the first  

136. issue of Annales came out in nineteen-twenty-nine er and this was a French  

137. journal which was the focus for a new trend in historical studies pioneered  

138. i think mainly by hi-, French historians and which led eventually to choosing my  

139. favourite er text like er Le Roy Ladurie's Montaillou Village Occitan er which  

140. came out in nineteen-seventy-five er Montaillou er Occitan Village from er  

141. twelve-ninety-four to thirteen-twenty-four takes just a very short time span  

142. and writes about what happens in the village in those rather turbulent times er  

143. [sniff] Knole and the Sackvilles tells us from its  

144. title that it is a story of a stately home and its illustrious family  



145. Montaillou Village Occitan on the other hand is about a small peasant village  

146. and its inhabitants at a turbulent moment in the history of the region and one  

147. of the things it talks about is the the the Countess who lives there and and  

148. her kind of er her amour but it's only one of the things it's not the central  

149. focus er so as so often in her writing by critiquing the style and the  

150. underlying ideological assumptions  

 

 

4. ahlct014 - Medical dramas on TV (Film and Television Studies); middle (2000 words) 

 

1. there are others that  

2. are really specific er to the medical drama and to Cardiac Arrest okay first of  

3. all is the way that privatization issues of privatization and the kind of  

4. culture of the N-H-S is er understood through ideas of new management the  

5. hospital manager is a kind of new figure er who arrives er er in the nineteen- 

6. nineties now hospital managers are generally are generally speaking are  

7. presented as a pernicious presence in the hospital they are interfering without  

8. any professional knowledge of medicine they're fuelled by the ideology and  

9. management speak of private business from which they were recruited and their  

10. attempts to import that business culture er into the running of the hospital is  

11. shown as directly hostile to the requirements of adequate and professional  

12. medical care now interestingly Cardiac Arrest takes this development a stage  

13. further er and says well it's not just it's not just inappropriate people  

14. from business who are being recruited to run the hospital but it's sort of  

15. anyone but doctors yes so in a sequence that was used to trail an episode in  

16. the second series the older consultant Ernest Docherty er the old chap  

17. recognizes the new and very young manager in the corridor the manager's about  

18. eighteen years old okay er to no one in particular but really sort of to the  

19. camera he says yesterday he was on the checkout in the canteen today he's  

20. running the hospital yes so the inference is is kind of clear from that er er  

21. er exchange that kind er professional paternal experience exemplified by  

22. Docherty counts for nothing er but youth in a suit you know that's the future  

23. that's the future of er hospital management okay so that's one discursive  

24. context er now clearly that goes out of control a little bit in Cardiac Arrest  

25. toward the end er where the hospital manager himself gets suspended and there's  

26. this kind of Foucaultian sense that you don't know where power is yeah so they  

27. have to bring in some lord governor from that we've never seen before in order  

28. to sort out the the power conflicts in the hospital so even the managers  

29. themselves are getting are kind of er accountable to some unseen force yes that  

30. comes from outside the hospital er now the other discursive context is public  

31. relations P-R in the hospital the importance of P-R for the hospital is also  

32. indicative of its transition to a business culture so Cardiac Arrest staff are  

33. regularly suspended for going to the newspapers to tell stories of mistreatment  

34. there's er an anxiety about the prospect of medical incompetence being leaked  

35. to the press and that kind of looms over nearly every medical decision there's  

36. also the issue of H-I-V the revelation that some medical staff have er er H-I-V  

37. er and there were kind of regular dramatizations of parents er er sorry of  

38. patients finding this out that they've been treated by someone er with er H-I-V  

39. and then er er kind of complaining about it so for  

40. British medical dramas and that sort of indicates the way that British medical  



41. dramas er are starting to pick up on that danger and anxiety about litigation  

42. er relatively recent in Chicago Hope it's more or less the norm that patients  

43. are expected to sue er their doctors er it's relatively recent in the British  

44. er er medical drama so this prospect of litigation further er enhances and  

45. intensifies that conflict between doctor and patient yes we saw the conflict  

46. being described in The Nation's Health in terms of kind of a macho culture and  

47. a and a disdain for the patient but now it's it's er more professionalized it's  

48. almost it's about you know can i sue you if you do something wrong so every  

49. decision er every medical decision has a kind of that kind of anxiety hanging  

50. over its shoulder and of course there's a relation i mean these programmes use  

51. news stories as plot stimulants so there is a relation to er more recent cases  

52. and we're getting a lot more of these cases of d-, of surgeons  

53. for examples in Bristol er not er meeting their quality targets er and clearly  

54. that's going to er continue so all of these matters pe-, er and the final  

55. discursive context i'll return to that a bit more in the seminars is rationing  

56. N-H-S rationing okay so this is about the question about who deserves treatment  

57. first yes if one has to prioritize er health care and medical attention which  

58. patient deserves treatment and which patient doesn't now clearly in the outside  

59. world there are issues about for example sex change operations and cosmetic  

60. surgery and further down you know do you operate on a smoker or someone who's  

61. eaten fresh fruit and vegetables all their life all this kind of issue about  

62. choices yes in the N-H-S and this feeds in to er medical dramas and into  

63. Cardiac Arrest okay so those are the discursive contexts now i want to talk  

64. a bit more about er Cardiac Arrest and genre because i think the change in  

65. Cardiac Arrest from attention to er issues  

66. around welfare cuts in the welfare state to m-, to something that's more  

67. focused on the welfare of junior doctors that shift of attention is also in ta-, 

68. in parallel with a a another shift of attention that happens in other genres  

69. er and that's toward an interest in the details of professionalism to the  

70. details of professional life or more specifically the way in which professional  

71. procedure the rules the laws the manners er the conduct of er professionals  

72. becomes central to the content of many television programmes in other words the  

73. interest of these programmes is in the way that these professional codes of  

74. conduct are mediated through individual characters and examples of the sort of  

75. professional genre would be The Bill a lot of The Bill is spent lot of  

76. characters in time in The Bill is spent with characters discussing the the what  

77. they can and can't do yes the rules of conduct yes what's appropriate to do  

78. Casualty clearly er London's Burning er the professional genres ge-, genres  

79. about  

80. professional er er people and in general that er in the earlier nineties that's  

81. concerned with the emergency services clearly now it's being er er opened up  

82. a bit and and g-, and generalized so this and in other words the turn toward the  

83. spectacularization of professional discourse takes place in the early nineties  

84. and is er as i've said initially concerned with the emergency services in in  

85. drama and later on in the documentary genres now this is er er er in the  

86. medical drama this spectacularization of er professionalism er is er part of  

87. one mode of er er er of the narrative the other mode is is something that's  

88. more action based okay so what i want to think about is er if you like  

89. different modes of mise en scĂ¨ne diffe-, it's almost different styles er on  

90. the one hand there's the style er there's the mode which i call reflection  



91. which is more concerned with the er spectacle of er er professional discourse  

92. mediated through characters on the other hand there's the mode of action  

93. which generally speaking is the immediate and intense delivery of of health  

94. care to casualty er patients and these modes are attached to setting they're  

95. generally specific to one place the hospital or less frequently the character  

96. sometimes er characters it's quite rare in in in ward based medical dramas like  

97. er E-R and Chicago Hope and Cardiac Arrest but sometimes the characters 

98. you know er Doctor Greene will will go shopping or something and and and sort of  

99. take the two modes with him so there'll be modes of action and reflection but  

100. they've taken outside the hospital and that's quite rare er indeed w-, w-, the  

101. space where the two modes kind of the transition from one mode to the other  

102. where that takes place is the hospital corridor and Anne Karpf in the late  

103. eighties in her book er Doctoring the Media argues that the the corridor it  

104. becomes a central place in the er in the in the television medical drama where  

105. anything could happen there's a kind of unexpected er things er happening in  

106. the  

107. periphery or in the background of a shot could suddenly become important er and  

108. clearly one of the ke-, you know the k-, the the er the sort of classic er  

109. icons of the genre is the is the is the the stretcher on a trolley bursting  

110. through swing doors yes that's one of the key ways in which we see the  

111. transition from reflection to an action mode okay so just to recap by  

112. reflection i'm referring i'm concerned with sequences where medical staff are  

113. discussing whatever is of narrative importance either between themselves or  

114. with the patients so this mode is therefore evident by heavy reliance on  

115. dialogue and it's often stylistically nondescript concerned as it is with  

116. relaying standard delivered performances the action mode re-energizes style and  

117. depicts the urgent treatment of medical cases and various er styles are  

118. recruited to emphasize the contingency the immediacy and the urgency of those  

119. cases in fact in that transition to action mode er the ward based medical  

120. dramas delight in foregrounding  

121. the radical contingency of accidents and the sudden turn for the worse that can  

122. befall patients unlike the horror film where moments of gore liberation are  

123. carefully prepared for by sound and image er the nineties medical drama profits  

124. from the realistic assumption that accidents can happen anywhere any time so  

125. the sudden event of an ambulance stretcher bursting through those double swing  

126. doors is clearly the most familiar icon that signals that transition that move  

127. into action mode okay just give you an example of that action mode this is from  

128. Cardiac Arrest okay and th-, as i say the transition is sudden okay it's not  

129. prepared for er this is a the most extreme example i could find okay and it's  

130. quite er unsettling but clearly the pace of the cutting changes the lighting  

131. changes we're introduced er exordited music is introduced er we're offered a  

132. different style yes so it's an R-T-A accident an R-T-A  

133. nm0063:  

134. okay er so that's really there's no preparation for that moment where the the  

135. tube goes in you don't that's just given to you and it's lit very very brightly  

136. yeah so you don't miss you know you can't miss it er it's quite interesting  

137. that sequence because i mean it's it's very very extended er and very very  

138. excessive i think sort of shots of er er of of that woman in pain er how that's  

139. used to balance er against Scissors' decision when he sees the driver of the  

140. car who who ki-, who she dies obviously who ki-, he killed this woman er he  



141. doesn't treat her he doesn't treat he doesn't treat the driver of the car  

142. because the driver of the car is male is white yes he's er just made a lot of  

143. money yeah i got a bit pissed 'cause i just made a lot of money yeah he's given  

144. as many of the characteristics yes that are associated actually with that older  

145. male culture as possible and Scissors therefore who's quite a good doctor yeah  

146. and he refuses to treat him okay so there's a there's a  

147. kind of balancing going on there there's a there's a s-, there's a you're being  

148. offered you know should he be given treatment for causing that you know that  

149. extreme level of pain so the the move from reflection to action takes place  

150. generally speaking takes place in the hospital corridor er and of course the  

151. hospital corridor's is the place between the unregulated outside world and the  

152. regulated but falling apart inside 

 

5. ahlct20 - The French revolution (History); end (2000 words) 

1. first inkling of this idea of mass  

2. warfare which is obviously such an important thing in the nineteenth and  

3. particularly er the twentieth er er century so around that patriotism how do  

4. you get people to how do you mobilize that enthusiasm obviously the revolution  

5. has brought much in seventeen-ninety-three er how in seven-, in seventeen- 

6. eighty-nine how in seventeen-ninety-three do you make people want to go out and  

7. you know even kill themselves on the battlefield for er an entity France which  

8. probably didn't mean very much to them er before seventeen-eighty-nine well  

9. there are two arms to the strategy er of within France of mobilizing the nation  

10. in this way i've sort of given some of the er things here er very si-, very  

11. simplistically i would say radical social policies and terror okay let's start  

12. with radical social policies 'cause they are often forgotten er because people  

13. have a view of the terror  

14. which is almost entirely er negative but if you were writing the history of the  

15. welfare state you would make a big detour er into this period because it's  

16. precisely in this period that the French legislative asse-, the French er  

17. national convention and particularly this guy particularly Robespierre argued  

18. that in order to give people something to fight for you've got to give them  

19. something you've got to introduce the maximum in other words a ceiling on prices 

so 

20. grain and bread is at an affordable price you've got to introduce a  

21. whole welfare package for er families of er er of soldiers for the aged for the  

22. infirm whole sort of set of new hospitals and all the rest of it a whole sort of 

23. set of welfare provision er within this er period er so that people have  

24. something to fight for and if they're not if they're not enthusiastic if  

25. they're not keen then you have to frighten them into being keen as well that's  

26. the other side you a-, the terror side is that you use  

27. violence the violence of the revolutionary state er against the enemies of the  

28. republic er both without and within so you've got the e-, the the idea of of  

29. this su-, sort of new national er this new nation fighting against the er er  

30. the the the the forces of counter-revolutionary Europe but within you've got  

31. also a set of terroristic policies meant to keep the enemies of the revolution  

32. quiet and even er in its more horrible e-, er exemplifications to liquidate  

33. them so you have a revolutionary tribunal a special court where anyone accused  

34. of a a counter-revolutionary offence will go and this becomes tighter and  

35. tighter and more defined basically anyone can go er and have their head chopped  



36. off by the by the summer of seventeen-ninety-four you have a committee of  

37. public safety a war cabinet but also a sort of terror cabinet in which the  

38. Robespierre faction the person Robespierre as i say who gets this sort of this  

39. strategy of er war on the frontiers but er so-,  

40. radical social policy give the people something to fight for let them rally  

41. around the flag of the republic er er Robespierre dominates the committee of  

42. public safety you've got er the maximum the law of suspects er sort of very m-,  

43. very vague definition of counter-revolution and you've got these reprĂ©sentants  
44. en mission deputies elected to the national assembly going into the provinces  

45. and using violence against anyone who seems to be counter-revolutionary i mean  

46. some of the famous ones people like Carrier in Nantes where he sort of puts  

47. whole piles of priests and counter-revolutionaries on boats floats them out  

48. into the middle of the River Loire and then pulls the plugs and so thousands of  

49. people die or Lyon or indeed in in the VendĂ©e where people where basically in  

50. certain you've got a sort of free fire zone essentially in many parts of of er  

51. er Brittany and in some of the other areas of counter-revolution where if you  

52. see anyone with a rifle in your hand in their hands  

53. you shoot them if you're a a revolutionary soldier and you go through a policy  

54. of s-, of burning houses down killing er civil populations and all the rest of it 

55. that horrible side of the revolution horrible side of the revolution which  

56. is however effective the Marseillaise is created the the French er national  

57. anthem is created precisely at this time in in August i think by seventeen- 

58. ninety-two er don't know if you've ever listened to the words of the  

59. Marseillaise or or translated them it's all about blood flowing through er er  

60. through furrows and things like that it is a v-, it's a marching song a  

61. militaristic song er the idea's that French republic is an army a nation with  

62. rights the citizen is a rights bearing individual but he's also an arms bearing  

63. cit-, er cit-, citizen he bears arms to defend er the r-, the er republic and  

64. this policy is successful because by seventeen-ninety-four er er what's  

65. happening is that i should have put the third heading er as well  

66. what's happening by seventeen er ni-, ninety-four is that the counter- 

67. revolutionary armies are being driven back France there aren't any more sort of  

68. troops or anything on French soil in fact the French are pushing them into  

69. their own er into Europe as we'll see when talking about this er er next week  

70. er so to a certain extent the terror has its justification you know this is a  

71. horrible way a a horrible logic if you like the terror has its justification  

72. and that it's successful it defends France against it it allows the it allows  

73. France to stay geographically united even though socially and politically it's  

74. very er divided and by the middle of seventeen-ninety-four you've got a a  

75. choice it's open to you really if you're within er er France if you're as long  

76. as you're keeping your head down if you're a counter-revolutionary obviously  

77. but if you're a revolutionary you have two choices one of them is to say well  

78. terror you know we don't like what's gone on in the terror but  

79. it has been successful at least so let's go back to you know what it was before  

80. let's go back and to sort of seventeen-ninety-two or seventeen-ninety  

81. or something let's dismantle all this er sort of stuff all this sort of apparatus  

82. of terror this apparatus of er er strong centralized government which has been  

83. set up by the war emergency and yet there is that group and yet there is  

84. another group er Robespierre is perhaps the most prominent and certainly the  

85. most articulate of them who say no no turning back this is the time to create a  



86. new republic that new man which we talked about in seventeen-eighty-na nine may  

87. have been a new man of the age of liberty what we need is a new man of the age  

88. of equality even though in other words the war is being won and the the the  

89. sort of rationalization for terror is no longer there let's take things er  

90. further what is very interesting and i i think it's also one of the reasons why  

91. this paradox about the revolutionary le-, legacy is  

92. so powerful and yet so difficult for us in the ni-, in the twentieth and  

93. nineteenth and twentieth century er is that where Robespierre gets his ideas  

94. from where this idea of a purification of the nation er of more radical social  

95. legislation more equality within the er within the system is very precisely  

96. from the Enlightenment the Enlightenment i've argued has created the sort of  

97. conditions the social conditions and the ideology that the discourses which  

98. make seventeen-eighty-nine er possible what historians get very agitated about  

99. very divided about er very upset about sometimes is that the the the ideology  

100. and the discourses of Enlightenment have also seemed to prove the pr-, provide  

101. the justification er behind the reign of terror the idea that a new republic of  

102. virtue that's what Robespierre is always talking about virtue er that one can  

103. get a new civ-, er a new civic system of equality where everyone basically has  

104. a sort of direct and equal relationship  

105. to each other and in which the state sits over er er er above them and so er we  

106. have a situation where Robespierre is sticking up and his supporters on the  

107. Committee of Public Safety you know the these the storm centre the the the sort of 

108. brain centre of the terror and much of the rest of the the political nation  

109. are thinking well surely this is the time to draw back this is not the time to  

110. to to go on but such is the terror that there is not by late by the spring of  

111. seventeen-ninety-four the sort of freedom of opinion freedom of speech which  

112. you've had in seventeen-eighty-nine people are frightened that's this is why  

113. you know there are a lot of those ideas about the terror being a sort of  

114. protototalitarian system you know that that sort of fear in which people never  

115. know whether there's going to be a knock on the door they're frightened of the  

116. meaning of words where you know you can use the word er s-, er er er subject  

117. instead of citizen and you'll be seen to be a counter-revolutionary  

118. in which you can say i quite liked the Louis the Sixteenth and you'll end up  

119. before the revolutionary tribunal so opinion opinion is no longer free so how  

120. do you get rid how do you change it you have to get rid of Robespierre this is  

121. what many of the people who got rid of him later say they say we couldn't do  

122. anything you had to kill him there was no way out Robespierre has to go the  

123. symbol of this new idea of of of revolutionary virtue has to be executed there  

124. is a coup d'Ă©tat er on the n-, ninth of Thermidor under the new calendar the  

125. twenty-seventh of July seventeen-ninety-four where he he h-, he is captured he  

126. and they are all executed a gang of them are executed er the next day the the  

127. people who've been the driving force the van if you like of the movement for  

128. social regeneration and political regeneration social welfare policies but also  

129. terror but also terror so you know very much the two sides are removed and one  

130. can if you like the revolutionaries who get get the sense of going back so that  

131. they can get go forward they've got over the political crisis they've got over  

132. er the social divisions if you like of seventeen er ninety-three  

133. to four they've fought back the the armies seventeen-ninety-five they can sort of 

134. move forward without Robespierre without the option of a terroristic policy  

135. hopefully at least and create er er a new political system in which those  



136. virtues of seventeen-eighty-nine and seventeen-ninety-one those liberal er  

137. equalities those lib-, liberal and free er free virtues of of seventeen-eight  

138. eighty-nine to ninety-one er will be dominant and not the virtue er not the  

139. liberty not the equality er as it's been interpreted er under Robespierre so  

140. the very vocabulary in which we think in which revolutionaries in seventeen- 

141. ninety f-, nineties think about these things but in which we into the late s-,  

142. er late twentieth century are still thinking er about the er about er politics  

143. what does freedom mean what does equality mean how do these two things actually  

144. mesh in any political er system er these things have become in that sort of  

145. short laboratory like period er of of just four or five years er up into the  

146. open up into discussion they've become the thing fa-, the framework within  

147. which er we all try and live okay have a nice weekend 

 

6. ahlct017 - Keywords in modern drama (French); end (2000 words) 

 

1. real flesh and blood individuals like ourselves  

2. what what are characters well basically characters are sort of words on a page  

3. perhaps this is one theory of characters i think it's a contentious theory and  

4. i think you know we may decide that characters are real characters and they do  

5. have real emotions er so i'm not particularly pressurizing you to think one way  

6. or the other i think the the debate is quite interesting but i think we have to  

7. recognize that when we're looking at some plays in the twentieth century er  

8. characters are not fully rounded individuals er but rather they consist of  

9. fragments of language this is again er what Artaud said er in his er Le  

10. ThĂ©Ă˘tre et son Double the fact that er basically er characters er were not  

11. really er sort of flesh and blood characters but they they they exterted a kind of 

12. power er but i think er Artaud wanted to get rid of the psychology which er  

13. lay behind the character and he wasn't very keen on the way in which  

14. Shakespeare Shakespeare's  

15. characters er analysed themselves so when Shakespearean characters are facing a  

16. sort of predicament of one sort or another er they will tend to sort of er go  

17. into a kind of process of self-analysis whereby they they explore the whole  

18. area of of their of their conscious you know er to be or not to be er it's that  

19. kind of thing you know er you know but i think Artaud said that this was kind of 

20. unnecessary in the theatre er we don't want this kind of sort of er thought  

21. and this kind of complexity let's just get back down to actions again let's  

22. let's let's let's judge characters not so much in terms of what they think as  

23. what they do in fact i think that's that's a very very big distinction there  

24. something something of this kind o-, occurs in what we might call the Theatre  

25. of of the Absurd er to which er often Ionesco has been attributed although  

26. i don't particularly think that the that the the term Theatre of the Absurd is  

27. always a very helpful one er Theatre of the Absurd  

28. being er a recognition that er life has lost all its meaning er i i i think i  

29. experienced this feeling very well when i was when i was writing up my PhD  

30. thesis er i felt that sort of life life life had lost all its meaning but er  

31. and er sometimes when we're writing assignments we think you know er what's the  

32. point of all this er so what you do is to get the whisky bottle out and have  

33. another drink don't you [laughter] okay er well except i don't like whisky so i  

34. i i tend to sort of i have other things but i think er er [laughter] but  

35. i think i think the er i i i think the thing i think the Theatre of the Absurd is well how 



36. can we how can we go on from this point and life seems to be so  

37. ridiculous doesn't it and er so theatre for the th-, for the for the absurdist  

38. f-, for the absurdist writers like Ionesco theatre er is a kind of antitheatre  

39. characters behave in totally ridiculous ways er at  

40. the beginning of La Cantatrice Chauve er er which i think is translated er as  

41. The Bald Primadonna some of you may know of by by Ionesco at the beginning of  

42. that play you have er for example er two characters Mr and Mrs Smith who are  

43. sort of discussing things and one of them says right you know it's kind of  

44. gives the time i-, s-, it says like it's ten o'clock in the morning and of  

45. course i mean what's the point of saying it because the clock's sort of  

46. standing there right in front of you it's the kind of absurd exchange and  

47. Ionesco took the the dialogue for La Cantatrice Chauve er from an English  

48. textbook when he was learning English he's saying well you know this is a  

49. totally sort of absurd textbook how could anybody learn English from this i  

50. know i'll write a play about it which is act-, whi-, whi-, which er was w-, was  

51. know i'll write a play about it which is act-, whi-, whi-, which er was w-, was  

52. more popular Les Chaises The Chairs is another one where chairs are sort of 

53. progressively sort of moving towards the end of the stage until the  

54. characters fall off the stage wonderful but but these are not really of course  

55. this is this really what happens it might be it might be what happens in some  

56. lectures i'm slightly out of touch with er with sort of university er lectures  

57. at the moment so er this may well be what happens you know people fall off  

58. chairs and all sorts of things but er i think basically er er this is pretty  

59. absurd stuff isn't it really er another example of Samuel Beckett in a play er  

60. Samuel Beckett in a play called er La DerniĂ¨re Bande which is translated  
61. fetchingly as Krapp's Last Tape er so er La DerniĂ¨re Bande er where the  
62. character er basically is suffering from er constipation because he's eaten too  

63. many bananas [laughter] er so er what's this got to do with real life well it's  

64. it's just a a kind of escape isn't it it's the characters i mean they're  

65. they're we might not  

66. recognize very much of ourselves in characters on the other hand we what we do  

67. what we do feel is that the charac-, er the characters do communicate in some  

68. way and language is not the way perhaps that we would use language but on the  

69. other hand it reveals something about our sort of inner selves doesn't it  

70. i would say perhaps just as a kind of er as as a kind of final thing on character  

71. er we have to look also at the actor or the actress that lies behind the mask  

72. because the actor is not particularly subservient to the character now in other  

73. words er i mean er one of the one of the big preoccupations of actors in the  

74. past has been to say well er am i actually playing this part faithfully to the  

75. original i-, is i-, is my is my portrayal of Shylock or Portia in The Merchant  

76. of Venice is that how Shakespeare would have wanted me to er to portray it but  

77. the answer is well does it really matter i mean does it matter if er you know  

78. how we actually perform a a role lies er very  

79. faithfully er against the original i mean we can do it in different ways er  

80. somebody who actually er wrote a lot on er on on on actors and the theories of  

81. acting was somebody called Jean-Louis Barrault Jean-Louis Barrault and Jean  

82. Jean-Louis Barrault did all sorts of interesting things i mean he s-, he  

83. suggested for example that actors and actresses should er cultivate the art of  

84. double breathing so in other words er er the characters have to breathe twice  

85. er once for er once for themselves and once for the character that's a really  



86. strange kind of concept to grasp isn't it the idea of double breathing i mean  

87. in the smog of sort of central Birmingham i find it i find it difficult to  

88. breathe once never mind twice really but i think you know er this kind of whole  

89. concept of sort of breathing is i-, is pretty pretty pretty central to what  

90. Barrault is doing er so language is a kind of bodily movement w-, er so  

91. characters  

92. have to use their bodies in certain ways and use their gestures er Barrault  

93. spoke of an alchemy so alchemy extracting gold from from solid material so er  

94. Barrault spoke about an alchemy of the theatre er in which the actor or the  

95. actress was was in central position Artaud er used to er exploit his his actors  

96. in quite strange ways i mean he used to make them scream at the top of their  

97. voices and they used to sort of practise sort of shouting er and er it all  

98. sounded rather sort of strange and and and problematic really er but noises  

99. screams and shouts strange sort of er things er these are are obviously very  

100. central to to the kind of thing that Barrault is is coming out with i'd like to  

101. conclude now by hoping that er as a result of the things that i've spoken about  

102. this morning the the very er unilinear er structure which i presented with you  

103. with at the beginning of the lecture namely author text characters language and  

104. audience er i hope you can see that er this is er an ideal but  

105. rather inaccurate picture of what actually goes on in in twentieth century  

106. drama Antonin Artaud was a w-, was a watershed in this development he's totally  

107. disregarded by some critics i think in a book called Modern French Drama by  

108. somebody called David Bradby who i have recommended in your er in your your  

109. documentation packs i think Artaud gets maybe a couple of pages mention in a  

110. whole book about French drama i think that's perhaps er underestimating  

111. Artaud's importance i think Artaud's ThĂ©Ă˘tre et son Double is central to the  
112. rev-, to the reversal of this particular paradigm which we're actually actually  

113. looking at and i think it does sort of repay quite c-, quite careful attention  

114. but some people considered that Artaud was rather mad and this particular  

115. picture will demonstrate his rather er strange appearance certainly so er  

116. Artaud near the end of his life Paris nineteen-forty-eight er a rather sort of  

117. peculiar twisted sort of gnarled character he at this by this stage he'd had  

118. many electroshock treatments er because of his sort of in-, his supposed  

119. insanity er er so he had er he had E-C-T treatment for a number of years and he  

120. was he was sort of sent to asylum in a place called Rodez er rather  

121. unfortunately er had he not been he might have come up with some more  

122. interesting things er characters er these ones the-, these characters come from  

123. er a play by Jean Genet called er er Les Paravents okay the only reason i'm  

124. showing you these is to show how characters are actually sort of made into  

125. almost kind of grotesque sort of high comic figures er through what they wear  

126. so you can see le gendarme the policeman okay er sort of you know puffed out in  

127. all his sort of regalia er and er basically i mean it's all er it's all very  

128. sort of high high drama sort of totally contrived really and the the the last  

129. one that i'd like to show you is is basically this one it's er it's a picture  

130. from er a play by er Paul Claudel called Le Soulier de Satin er Paul Claudel  

131. worked in quite close col-, er collaboration with Jean-Louis Barrault so it  

132. actually shows you you know the the dynamism which er er actresses are er er  

133. sort of captured sort of through through Barrault's training so again high  

134. drama er and er r-, revises to an extent the kind of expectations that we have  

135. i'm looking forward to speaking to you next week er at which time i shall f-, i  



136. shall focus probably more more particularly on Beckett and Sartre i have tried  

137. to pack quite a lot into that lecture i hope you don't mind er and er possibly  

138. next week i'll leave a little bit more time for questions so we can deal with  

139. anything that might have come up in these in these lectures thank you very much  

140. for your attention 
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