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         In an attempt to escape from the crushing stratification caused by converging binary oppositions within the enclosed space of the meta narrative, a line of flight has been taken which will hopefully transport us to a new counter space, allowing new perspectives and critiques to be made on our previous position. Our starting point is the supermarket scene towards the end of Tout va bien (1972) Directed by Jean-Luc Godard and Jean-Pierre Gorin, in which the homogenous space and time of the consumer environment is broken apart by the intensities of ‘civil disobedience’
; literally a riot in a supermarket. The fuel for this journey is our desires, which at certain moments may create the ignition spark, a moment of intensity, which will explode the myth, the illusion, and the spectacle in an act of poetic terrorism
. Further mappings of our desires will bring forth connections to disparate and even contradictory ideas in which a collision between the infinite potential our memory and imagination; the ‘virtual’, and the perceived reality of the ‘actual’ will correlate, and continue to correspond, beyond and without chronological time. James Williams uses an example to explain Deleuze’s concept of the actual and virtual in that:

 “a coconut is both an actual coconut and the intensities or pure becomings it expresses.. In the actual coconut there is something of all the other things that can become hard or grainy – that something is their virtual side’ (Williams, 2003. P7) 

Virtual belongs to memory, imagination and potential connections within the assemblage of intensities. As we strive to make sense of the screen image we move forwards and backwards through time propelled by subjective memories and future projections, mapping our journey like a woven mesh. 
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(Figure One (Snake-Beings. 2006)) -The moment of intensity between the virtual, contained within the memory and experiences of the viewer, and the actual; the perceived image or idea from the screen.

An entry point, (see figure one above) which is negotiated between screen and viewer, provides a triggering of intensity. The screen image, sound and materiality strikes the physical body of the viewer through the senses and the ‘Affect’ which is negotiated between the viewer and the screen lies in the ‘betweeness’ space connecting intensity and entry point. Affect connects to other moments of intensity which generates meaning through a spontaneous and creative series of connections and points of reference. These points of orientation, themselves future or past entry points, can be located in any of the diverse spaces and times within the memory and imagination of the viewer’s lived experiences. This is the ‘virtual coconut’ (Williams, 2003. P7) containing all of the subjective potentials and creative connections with which the ‘actual coconut’, or perceived screen image has combined, resonating through a process of repetition, within the existing network or assemblage, producing what Deleuze calls a “Reciprocal Determination” (Williams, 2003. P11) or a moment of intensity.

      The duration of a moment of intensity exists outside of linear time, the moment may never leave us, like a sun spot on the lens of a video camera, it may change the way we see and the way in which we relate to this newly visible mechanism of seeing, be it the camera or the screen. In the reverberation of this intensity our personal relationship with the screen will change; we have added another point of orientation to our map of perception, but more important is the movement generated by new connections, new lines of flight. The subjective mapping of intensities form a constantly moving, changing subjective framework, independent from any concept of a fixed identity, and relies on constant movement generated by the engine of desire, this creates a fluid and dynamic relationship between the screen and our subjective sense of identity. Gillies Deleuze describes this Rhizomatic mapping as creating seemingly ‘random, proliferating and de-centred connections’ (Colebrook, Claire. 2002. Page xxvii) between moments of intensity in much the same way as plants such as ginger use a rhizome root structure to territorialise a land space.
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(Figure Two left)

Seemingly random structure of the Ginger root in comparison to the domesticated supermarket biscuit: (Chemistry.org: Chemistry that matters. 2003 )

(Figure Three right)

Subliminal commodification of the Rhizome: 

“There's no Gingernut tastes quite the same!” advertising slogan (Griffins Foods Limited. 2004)

The ginger root, (see figure two) like the moment of intensity, stores energy which can be used in sending up shoots for reproduction, or in the Deleuzian sense, lines of flight which can be used to creatively produce new connections and escape from the ‘ground’
 (see footnote). The creative production of connections between relating moments of intensity, the basis of Deleuze and Guattari’s concept of ‘Assemblage’, is a free-form improvised and ever-changing subjective linking-construct, which makes up our identity. The assemblage maps the connectedness of intensities; forming new connections as durations of intensities fade or as desire produces new creative connections. The assemblage is in a state of constant flux and the overall form is not determined from laws imposed from above, as in a meta-narrative structure, but instead the “law of any assemblage is created from its connections” (Colebrook, Claire. 2002. Page xx) and is constantly ‘becoming’ through movement rather than the static identity of being, which is promoted through dichotomous ideologies such as structuralism. As new territories are formed through Rhizomatic navigation the meta-narratives, as for example the organising and systemising forces within the supermarket, strives to ‘deterritorialise’. The process of deterritorialisation, a Deleuzian concept, works in reverse to the identity forming territorial process “transform(ing) it into something else,,, to become what it is not” (Colebrook, Claire. 2002. P.xxii). This can be seen in figure three, in which the Rhizome ginger root, a seemingly random root connection, is transformed into the ‘Gingernut’ commodity, a product of fixed identity and homogenous form which carries the contradictory advertising slogan of: “There's no Gingernut tastes quite the same!” (Griffins Foods Limited. 2004). This shows the deterritorialising forces within the supermarket, the meta-narrative of capitalism, which re-orientates the fluid identity of the assemblage into the fixed identity of the commodity, in particular through the branding effect of corporate identity. This ‘overcoding’ leaves only the mere trace of the original chaos of the ginger root, present in the advertising slogan, which can never deliver. 
       Deleuze compares the Rhizome assemblage with the tap root, which divides using the binary oppositional system that dictates “one becomes two, two becomes four” (Deleuze, Gilles and Guattari, Felix. 2004. P5) and creates an ‘arborescent’, tree-like structure based in “dichotomy, on which linguistics and structuralism is built, (but) does not offer an understanding of multiplicity” (Deleuze, Gilles and Guattari, Felix. 2004. P5). Linguistics is critiqued further by Deleuze through the allegory of the book with its “pivotal spine and surrounding leaves” which again echoes the ‘arborescent’ tap-root of the binary system and suggests that “Writing has nothing to do with signifying. It has to do with surveying, mapping, even realms that are yet to come’ (Deleuze, Gilles and Guattari, Felix. 2004. P5); meaning the becoming territories which Rhizome mappings constantly generate, operate and destroy, reassembling our perceptions and relationships with the screen in a perpetually shifting landscape of viewpoint.

     The constant process of territorialsation, created through new connections, can be related to theories of space, particularly the ‘Quotidian’ or everyday space described by Henri Lefebvre. In the context of the supermarket scene in Tout Va Bien (1972) the quotidian space of the supermarket environment which is perhaps the public space  most visibly effected by the stratification of capitalism, becomes the ‘starting point from which to undertake the transformation of non-philosophical reality’ (Lefebvre, Henri. 1971. P13). Lefebvre description of the quotidian as the ‘object of philosophy’ (Lefebvre, Henri. 1971. P17), becomes relevant to Tout Va Bien (1972) as the everyday space of the supermarket becomes an ideological battle ground involving student radicals, French communist party ideology salesmen, the state represented by riot police, the media represented by the frustrated writer with consumers caught in the cross fire. Lefebvre describes art as being a ‘negation of everyday life’ (Lefebvre, Henri. 1971. P3) since it is more concerned with the surface images, dreams and symbols of the quotidian but never the ‘material culture’ (Lefebvre, Henri. 1971. P21) of the everyday. He uses the example of an imaginary historical research into representations of the everyday to discover that literature, painting and even newspapers fail to provide a realistic picture of the everyday. This can be related to the dilemma of the magazine writer in Tout Va Bien, played by Jane Fonda, who delights her boss with stories of supermarkets in the context of ‘town planning’ but is refused publication if she talks about ‘the people who buy and sell,, here and now’ (Tout Va Bien .1972) (see figure 4).  
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(figure 4. screen capture (Tout Va Bien .1972) showing the quotidian reality of the supermarket. Here = Space, Now = Time)

      Godard’s Tout Va Bien deals mainly with the struggle of striking factory workers but in the context of the supermarket scene expands these struggles into a battle of Deleuzian territorialsation in which the quotidian becomes a ‘virtual’ space bursting with infinite potential; a place of possible transformation.
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Figure 5 Intensity within the supermarket (Snake-Beings, 2006) showing an adaptation of the intensity diagram of figure one illustrating the stratified quotidian of the supermarket in which the only expression is that of commodity exchange.

 In the context of the quotidian space of the supermarket the exchange of binary data, shown by the ‘10101001’ numbers arranged to suggest a barcode, represent the commodity exchange which occurs within the highly stratified space of the supermarket which, with its highly systemic organization, compresses any intensity through the binary oppositions of ‘have’ and ‘have not’, the virtual to the choice of product A over product B, and the infinite banality of the checkout queue. The resultant intensity is squeezed within the confines of the supermarket to occupy a narrow potentiality devoid of flight lines which could generate new ideas and new ways of seeing. The stratification of the supermarket eliminates the “individuating factors” which are caused by the unique relationships between intensities and that form ideas that an “individual expresses in a particular way” (Williams, 2003. P9), reducing individuality to ultimately meaningless choices between detergent A or detergent B, and individual expression to the particular arrangements of products on the checkout conveyor belt. This forms the compositional foreground in Tout Va Bien, against the background of consumer products, the events unfolding in the spaces between the two. The inflexible solidity of retailer / customer relationship is reflected by Godard’s choice of a nine minute long take in which the camera tracks left to right, right to left mechanically repeating and echoing the movement of the product checkout conveyor belt. This is reinforced by the soundtrack which is a deafening noise of machinery interspersed by the functional bell chime sequence, announcing the onset of the writer’s off screen dialogue. The repetitious motif of customer, shopping trolley, products, checkout girl, customer, combined with the mechanical elements of camera movement, sound and voice-over structure create the atmosphere of controlled space through the regulated rhythm of the passing of time. In addition, the uniformity of images relates to the homogenisation of mass production and also that “Things acquire an actual identity through repetition” (Williams, 2003. P11), thus the ‘virtual’ of the supermarket has been formed through repeated visits, experiences and memories. The resultant intensity generated in the on-screen supermarket where customer exists only in context of retailer and where ‘no one is relating, just yet‘ (Tout Va Bien. 1972.) is flattened and channelled through the stratification of homogenous space into the act of mechanised commodity exchange; “A factory outside the factory” (Tout Va Bien. 1972.).
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Figure 6 showing the Communist Party salesman  “selling,,(his) books like vegetables” (Tout Va Bien. 1972.) and representing the centralised power of the oppositional meta-narrative in comparison with the activist’s “Change everything,, everywhere” (Tout Va Bien. 1972.) approach.

As the scene progresses, the repetition of mechanised motifs, creates, for me, an entry point which connects with my own memories and experiences of both supermarkets and industrial spaces. An intensity produces a movement which forms connections to similar intensities in which the controlled stratified space created by overt commercialisation is pierced by the hydraulic power of desire, since I know this is about to happen through my repeated viewing of the scene. The entry point is the segment where the French CP (CP; communist party, see figure 6 above) are portrayed against the backdrop of capitalism, “selling,, (their) books like vegetables” (Tout Va Bien. 1972.), whilst the salesman maintains a revolutionary posture and the constantly tracking camera halts and becomes a static viewpoint. For me this relates to the centralisation of power which communist ideology and the salesman offers; another meta-narrative to replace that of capitalism. This is reinforced by the salesman’s later comment to the emerging activist, whom he has permitted to try before buy, about coming to ‘headquarters’ to discuss an obscure cultural aspect of CP policy. In much the same way as the ginger root is deterritorialised through a meta-narrative to produce the ‘gingernut’; the creative spontaneity of the activists becomes a line of CP policy of “promoting creativity in all areas” to “stimulate progress” (Tout Va Bien. 1972.) this is offered for sale to the activists at a discount, “4.75 francs reduced from 5.50”. The centralisation of power as a means of progress is challenged in a later segment in which the writer voice-over ponders; “Change everything,, but where do you start,, everywhere at once” (Tout Va Bien. 1972.) suggesting a means to negate the deterritorialing power of the meta-narrative through a multiplicity of approaches and situations.
    The decentralisation of power and the transformation of the quotidian space is the next step in the activist’s action in Tout Va Bien as they leave the salesman of ideologies and spread through the supermarket in a reaffirmation of “here and now” (Tout Va Bien) and a re-territorialisation of the quotidian space as a space of unlimited potential, “its all free, everything is free” (Tout Va Bien) becomes the slogan as the activists fill shopping trolleys with random products and encouraging other shoppers to do the same. As the camera continues its nomadic wanderings across the flattened plane of the supermarket 
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Figure 7 Checkout girl looking at passing camera, her eye contact and direct visual address breaks the flat plane of the film illusion. (Tout Va Bien. 1972.)
the row of checkouts become empty of customers and the staff generally sit or stand with folded arms watching the change of space indifferently or with slight amusement. The camera tracks mechanically, passing the action from a fixed position neither panning left nor right. This, and the rising noise of the activists, brings the focus of attention into the ‘in-between’ zone, neither retailer nor product related as the movement of change is occurring amongst the consumers, whose identity has become fluid and volatile. This change of relations between retailer, customer and product is further intensified through the entry point of direct address by one of the checkout staff, looking directly at the tracking camera. The direct address changes the viewer-screen relationship, producing such movement that I find myself forced out of the film on a line of flight which allows me a glancing viewpoint beyond the time and space of the viewing situation and into a series of echoing receding planes of perception which seem to link back to the student uprisings of Paris 1968 of which it seems Godard is making a direct reference.
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� ‘Civil Disobedience’ an oxymoron which could be related  to ‘Poetic Terrorism’ a concept adopted by Hakim Bey  (Bey Hakiim. 1991.  Chaos: The Broadsheets Of Ontological Anarchism)


 


� Reference to the writing of Hakim Bey in his essay ‘Poetic Terrorism’ in which he advocates  “ weird dancing in all-night computer-banking lobbies” as a method of  changing public space.


� In the case of Ginger, literally the ground, the earth, or in the Deleuzian sense the line of flight leaves the semiotic concept of ‘ground’ which is the presumed neutral space of reference within the meta narrative from which the signified is centred. For Deleuze the line of flight leaves one of a multiplicity of ground planes. From this epistemological counter-point the semiotic ‘ground’ and its supporting super-structures can be examined and critiqued.
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