come    

Twenty years later, Georges Sadoul, another close friend of Moussinac, used the same simile in reference to The Battleship Potemkin, in a text symptomatically entitled 'The Scream Becomes a Hymn': 'in Potemkin, the cradle rolling down the stairs, the blood from the wounded eye, the clenched hands of the woman on her injured belly -all these elements present themselves as screams' . 4 Umberto Barbaro claimed that Eisenstein's treatment of the scream in Potemkin profoundly transformed film history, in the same way that Caravaggio's screams drastically revolutionized art history. In Barbaro's eyes, Potemkin's plastic achievements should be equated with Caravaggio's dramatic and expressive open mouths:

A mere close up of a sailor at work, or of an intellectual woman looking through her glasses, a mere wide open mouth desperately shouting, a mere frame or continuity shot in Potemkin were enough to push into a past era every former cinematographic achievement, even the highest, and to announce new times. Just as four hundred years ago, the silent screaming mouths by Caravaggio […] would weigh heavily on all painting to come. 5 Interestingly, Barbaro drew on a pictorial model to describe Eisenstein's filmic achievements. Moreover, he describes Caravaggio's mouths as paradoxical objects, since they are silent and screaming, exactly like Eisenstein's screams in his silent films -screams that are not literally heard, but which nevertheless roar, and roar powerfully (Figure 9.1).

Screams play a pivotal role in Eisenstein's films, where they are explored in all their polysemy, ambivalence and diversity. The scream is a notion that is hard to define and which, according to Alain Marc in his book Writing the Scream, still awaits theorization. 6 On the one hand, screams can be a merely articulated sound, an emotional and physiological response of the body, often shrill and dissonant. As such, they can be perceived as a visceral, bestial and primitive expression. In that respect Greimas describes the scream as being at the limit of human language. 7 The transposition of this bestial and primitive scream to an open mouth in the visual sphere translates the sound into an abhorrent and formless image, according to the famous statement by Lessing in the Laocoön; hence his advice to not represent it, to avoid offending the viewer with the repulsive spectacle of a distorted and monstrous face. The wide open screaming mouth, which he calls a blot, comes as an intolerable and indecent hole in the representation 'of the worst possible effect' . 8 For these reasons, Bataille and members of the Documents circle, as proponents of 'base materialism' , would On important occasions, human life is still bestially concentrated in the mouth: fury makes men grind their teeth, terror and atrocious suffering transform the mouth into the organ of rending screams. On this theme, it can easily be observed that the overwhelmed individual throws back his head while frenetically stretching his neck so that the mouth becomes, as much as possible, a prolongation of the spinal column; in other words, it assumes the position normally occupied in the constitution of animals. 9

Marking the degradation from human speech to animality, the visual motif of an open mouth blurs the boundaries between inside and outside, giving access to shapeless (informe) flesh, to an intimate space usually unseen that is described by Nathalie Roelens as 'the face seen from inside' . [START_REF] Roelens | The open mouth in painting as a semiotic object: the cry of the gesture[END_REF] These visceral and regressive dimensions make the open mouth an energetic and troubling form of excess, and a powerful source of affect. As such, it is hardly surprising that it caught Eisenstein's attention. In his films, numerous victims and innocent people scream while being molested and executed; as A scream can also be construed as a positive and noble expression when associated with shouted articulate content. The scream functions then as a vehicle of indignation, as the expression of heart and soul. The verbal exclamation works as a powerful and a contagious stimulus, enabling people to join together as a community. In this respect, it is worth remembering that the word 'cry' is etymologically related to the Latin exclamation quirites, uttered by Roman citizens when help was needed. [START_REF] Quirito | A Complete Latin-English Dictionary[END_REF] This political aspect of the scream is quintessential in Eisenstein's poetics of riot and exaltation of the power of the masses, perfectly embodied, for instance, in the exclamations 'Brothers!' and 'One for all / All for one' , which recur throughout the whole of Potemkin.

Eisenstein's intensive use of screaming figures, in all their diversity, is echoed in the numerous promotional posters for his films, which frequently include a wide open mouth. This is especially obvious in posters for Potemkin, which emphasize the role of this motif in the global economy of the film. Eisenstein's films are not only peopled by many screaming characters, but also encapsulate different kinds of 'roaring' cinematic material: expressive titles conveying emotions and, above all, complex and dynamic editing devices, converting the whole film into an extended scream. To create such roaring compositions, Eisenstein used pictorial models, especially in his silent films, where sound had to be suggested by visual means. He carefully studied how painters managed to materialize and express the phenomenon of voice. In the essay in which he conducted a posttheorization and analysis of Potemkin's composition, Eisenstein drew a parallel between the latter and Vasily Surikov's painting Boyaryna Morozova (Figure 9.3), whose elaborate composition, based on the Golden Section, powerfully suggests by visual means what, according to Eisenstein, lies beyond representation -the 'plastic portrayal' of the voice of a woman known for her eloquence. [START_REF] Sergei | Film and the Structure of Things[END_REF] Similarly, when discussing the impact of the stone lions rising in Potemkin ('the roaring lions'), Eisenstein marvelled at Edvard Munch's The Scream, in which the scream is not only represented as an iconographic motif, an open mouth, but also as a visual reverberation that permeates the whole structure and composition of the work, because the painter sought to 'express in the picture's structure the feeling of a scream' . [START_REF] Eisenstein | Sound in Painting[END_REF] Just as Munch's painting screams on every level, the whole of Potemkin is built upon ecstatic jumps from one quality to another, in which screams play a pivotal role as dialectical hinges. Inspired by plastic representations of the scream, Eisenstein's films have in turn inspired painters, in a phenomenon of intermedial circulation which corresponds with Johanne Lamoureux's approach to the scream as an intermedial object. 15 In that respect, Potemkin's screaming nurse, an icon of a revolutionary pathos, functions as a peculiarly haunting image. Severed by the knife of montage, this filmic Gorgon has fascinated and petrified many viewers, not so much with her broken-glassed eyes but with the open gap formed by her screaming mouth. Eisenstein's Gorgon rises again in the work of Francis Bacon and Valerio Adami, who have taken different readings from this image and reworked it in diametrically opposed directions.

Encountering The Battleship Potemkin: The birth of 'The Painter of the Cry'?

Labelled by the French critic Gaëtan Picon as 'the painter of the cry' , Francis Bacon viewed the scream as one of the loftiest objects to be painted. [START_REF] Picon | Le cercle et le cri[END_REF] In a 1963 interview with the art critic David Sylvester, Bacon made a striking statement:

I have always been very moved by the movements of the mouth and the shape of the mouth and the teeth […]. I like, you may say, the glitter and colour that comes from the mouth, and I've always hoped in a sense to be able to paint the mouth like [Claude] Monet painted a sunset. [START_REF] Sylvester | Interview 2[END_REF] Eisenstein's Potemkin played a triggering role in Bacon's sensitivity to this motif, which pervaded all of his painted work. The ground was prepared by 9781350142107_txt_prf.indd 157 21-12-2020 13:18:00 his discovery in 1927 of Poussin's painting The Massacre of the Innocents (Figure 9.4), which made a vivid impression upon him. As he recalls in the same interview with Sylvester: 'I remember I was once with a family for about three months living very near [Chantilly], trying to learn French, and I went a great deal to Chantilly and I remember this picture made a terrific impression on me. ' 18 Poussin's painting creates not only a visual impression but also a powerful auditory effect thanks to its elaborate composition. As Nathalie Roelens notes, it is not enough to depict an open mouth to make the image heard and give it a voice. 19 In this work, described by Louis Marin as 'one of the most outstanding pictorial representations of a scream' , Poussin unfolds an intricate play of correspondences between vision and sound; an elaborate orchestration of visual signs waiting to be deciphered as sounds:

The intensity of the scream, the voice at its extreme range is visually 'notated' by the point of the raised sword and especially by the obelisk behind, above the head: their intersecting point is empty, conveying the scream's 9781350142107_txt_prf.indd 158 21-12-2020 13:18:05 shrillness while the non-realistic elongation of the woman's arm converts into visual terms its unbearable duration. [START_REF] Marin | Aux marges de la peinture: voir la voix[END_REF] Marin also highlights that the trajectory of voice is visually suggested and embodied through the loops formed by the arms of the soldier and the woman, and echoed and enhanced by the movement of the soldier's red cloak. The powerful impact of Poussin on Bacon was reinvigorated when he saw The Battleship Potemkin, probably in Paris during an illegal projection organized by the communist cine-club Les Amis de Spartacus. [START_REF] Bouvard | Pablo Picasso. Francis Bacon. Eléments de chronologie[END_REF] As he explained to Sylvester:

It was a film I saw almost before I started to paint, and it deeply impressed me -I mean the whole film as well as the Odessa Steps sequence and this shot. I did hope at one time to make -it hasn't got any special psychological significance -I did hope one day to make the best painting of the human cry. I was not able to do it and it's much better in the Eisenstein and there it is. I think probably the best human cry in painting was made by Poussin. 22 In his diaries, Bacon further highlights the role of Eisenstein's film as a crucial trigger for his activity as a painter, writing: 'In my youth, I was strongly attracted to painting after having been struck by the remarkable visual imagery of Eisenstein's films, The Strike and The Battleship Potemkin. ' [START_REF]Bacon's autograph note[END_REF] A passionate film viewer, Bacon confessed to the publisher and scholar Michel Archimbaud his amazement at the 'tremendous force of the silent era' and the expressive resources of cinema, and claimed that he would have liked to become a film director if he hadn't been a painter. [START_REF] Archimbaud | Francis Bacon in Conversation with Michel Archimbaud[END_REF] After Bacon's death, several loose blackand-white stills from the Odessa Steps sequence were found in his studio (Figure 9.5a and b). [START_REF] Cappock | Cinema[END_REF] Among these was a close-up of the nurse mounted on cardboard, which Bacon had altered and savagely covered with paint dots and lines, adding a layer of pictorial violence to the violence already encapsulated in the filmic image. This reproduction nurtured his obsession with the scream and the open mouth; as he explained, 'I attempted to use the Potemkin still as a basis on which I could also use these marvellous illustrations of the human mouth. ' 26 Bacon alludes here to a medical volume he owned titled Diseases of the Mouth (1894), which included spectacular and quite repulsive pictures of buccal pathologies.

Another thing that made me think about the human cry was a book that I bought when I was very young from a bookshop in Paris, a second-hand book which had beautiful hand-coloured plates of diseases of the mouth, beautiful plates of the mouth open and of the examination of the inside of the mouth, and they fascinated me, and I was obsessed by them. Bacon also had in his library a copy of Roger Manvell's 1944 book Film, in which a still with the bleeding and screaming nurse was reproduced. [START_REF] Bouvard | Sur-réalité du Massacres des Innocents[END_REF] Long after his striking early encounter with Potemkin, Bacon would acquire Eisenstein's writings, published in English in 1973 and in 1982. 29 Bacon recycled the screaming mouth of the nurse in different paintings, including his variations on Velázquez's portrait of Pope Innocent X (1949, 1953), who, in Bacon's interpretation, wears broken glasses, a marker evidencing Eisenstein as a source, as suggested in a 1949 essay by Robert Melville, which underlined the proximity of Bacon's figures to actors' gestures and the powerful expressivity of silent cinema. [START_REF] Melville | Francis Bacon[END_REF] Interestingly, Bacon painted his first portrait of Pope Innocent in 1949, the year Helen Weigel performed her famous silent scream in Brecht's play Mother Courage. Some of Bacon's studies could also be seen as a condensation of several motifs from the Odessa Steps sequence: a stairstructure, the screaming mouth, the umbrella, with the overtone of red saturating the whole scene with bloody associations. In his 1952 Study for a Portrait, Bacon again associated a screaming mouth with the motif of glasses, like a variation on the broken pince-nez of the nurse.

More explicitly, Bacon dedicated a painting to the nurse in 1957 in the Study for the Nurse in the Battleship Potemkin. In this work, he substitutes a whole body, absolutely naked, for the close-up of the nurse's face, as if he needed to give a surplus of flesh to the screaming mouth. As Gilles Deleuze noted, Bacon portrays not faces but heads, inasmuch as the 'face is a structured, spatial organization that conceals the head, whereas the head is dependent upon the body, even if it is the point of the body' (Figure 9.6). [START_REF] Deleuze | The Logic of Sensation[END_REF] In this operation, the scream plays a crucial role: 'The [open] mouth acquires this power of non-localization that turns all meat into a head without a face. ' 32 Extracted from its original context and placed in an abstract and nonlocalizable space, the screaming nurse appears in Bacon's treatment as a generalized embodiment of human suffering; the blood on the leg echoes the blood in the eye as well as the redness of the mouth, as if the mouth itself were a wound. Crystallized by the medium of painting, which abstracts it from its filmic and dynamic source, the scream of the nurse seems paradoxically suspended in eternity, a never-ending sound. What resonates particularly strongly with Bacon's paintings is Eisenstein's nurse's mouth in its uncanny dimension as a fleshy gulf akin to meat, since in his view, according to Deleuze, 'Every man who suffers is a piece of meat. ' 33 Precisely this equation also appears in Eisenstein, especially in The Strike, in which not only are the strikers literally butchered in the final sequence but the worker who dies by suicide looks like a 9781350142107_txt_prf.indd 162 21-12-2020 13:18:14 hanging piece of meat, cut into pieces by the camera. As if to illustrate Deleuze's point that 'The head-meat is a becoming-animal of man' , in Bacon's aesthetics meat fosters a zone of undecidability between man and animal. 34 The scream enhances this loss of fixed identity and contour, since 'Bacon's scream is the operation through which the entire body escapes through the mouth. ' 35 Bacon's interest in the scream relates to its dynamic process of transformation or, better, 9781350142107_txt_prf.indd 163 21-12-2020 13:18:18 of deformation of the body into animal, into pure meat and flesh. But what is at stake is also the need to capture the energetic movement which overwhelms the subject, to release presences beyond and beneath representation, to express the invisible forces 'that produce the scream, that convulse the body until they emerge at the mouth as a scrubbed zone' . 36 In Bacon's paintings of screaming figures, the characters' 'only function is to render visible these invisible forces that are making [them] scream' . 37 In that respect, while in Eisenstein people scream about and in reaction to, Bacon displaces this militant dimension of the scream and transforms it into a pictorial object per se, into a self-sufficient and absolute motif. works from the 1970s involving a filmic reference, he chose to dedicate one composition to Eisenstein. This was an intertextual gesture typical of his fellow artists from nouvelle figuration; Erro, for instance, would paste, rework and subvert famous images within new narratives. Between 24 September 1970 and 24 February 1971, Adami created a painting entitled The Battleship Potemkin. [START_REF] Valerio | OEuvres récentes et portraits[END_REF] The very fact that he would record and inscribe in the caption 9781350142107_txt_prf.indd 165 21-12-2020 13:18:22 the time spent on the work stresses his concern with time, as if he wanted to convert the temporal flow of the film into the narrative of the process of pictorial creation, with a clear beginning and end. [START_REF] Païni | Le Cuirassé Potemkine. 1970-1971[END_REF] Adami's filmic agenda also appears in one of his diaries, in which he lists different potential titles for the painting, among which is a list sounding almost like a scenario excerpt, or stage directions: 'People licking spits. Hysteria. Inhumane treatments. The mother asks desperately for news of her son.' 42 This list reveals Adami's mental associations with Battleship Potemkin. He is especially interested in moments of pathos, which he combines with images from his memory and imagination (Figure 9.7).

In his Battleship Potemkin, Adami reworked the motif of the screaming nurse in a totally opposite direction to Bacon: where Bacon opens the nurse's mouth wide and for eternity, Adami closes and obturates it in a climax of muting. Where Bacon is interested in the obscenity and organicity of the buccal orifice, Adami enhances the political dimension of Eisenstein's scene. In the film, the nurse's impotent scream symbolizes tsarist repression, which muzzled rioters and was unable to hear any protest. Adami goes further: covering the nurse's mouth -a wound hole -with a bandage; mummifying her, he deprives her of her voice and makes her definitively silent, adding a new layer of violence to the original image. Where Eisenstein's Gorgon would petrify the viewer, Adami gorgonizes the image itself. Representing a gag literally, Adami translates Eisenstein's imagery into a denunciation of contemporary censorship. The violence of the gesture is enhanced by the contrast of the grey with other colours, as a stain of silence invading the whole composition, which gives a peculiar stress to the broken glasses that are painted in acid pink.

Adami claimed that in this painting the use of colour is equivalent to the use of close-ups in cinema. [START_REF] Valerio | Dessiner: la gomme et les crayons[END_REF] In addition, the inhumanity of the scene is reinforced by the smooth cold texture of acrylics and the stylized outlines, as well as by the ironic use of pop and vibrant colours. Everything in this cold, flat, metallic treatment contrasts with Bacon's vibrant, organic flesh. Adami answers Eisenstein's cruel filmic montage with a deconstructing assemblage of elements, a fragmented poetics which enhances the nurse's loss of speech and sight. The fragmenting process in itself is cruel, implying the sacrifice of some elements, as noted by Marc Le Bot: '[Adami's works] are like a scattered puzzle from which some pieces are lost, as if every image by Adami was initially cut in strips, these ones being then glued together at the expense of overlaps and lost fragments' . [START_REF] Marc | La découpe et le vide[END_REF] Adami's aesthetics of 'montage-images' [START_REF] Mourey | Philosophies et pratiques du détail: Hegel, Ingres, Sade et quelques autres[END_REF] relies upon a mutilation of the original image or model, and it never preserves faces' integrity or unity. When he draws, 9781350142107_txt_prf.indd 166 21-12-2020 13:18:22

Adami practises epidermal cuts: arbitrary cuts which echo the way a gaze itself cuts visible reality into arbitrary fragments. 46 It is not accidental that in many works from 1970 and 1971 Adami drew such particular attention to the motif of the glasses, not only in his reworking of The Battleship Potemkin nurse but also in his portraits of Freud, Gandhi and Joyce, where the motif of shattered glasses highlights the cruel operation of the fragmenting gaze, as well as the artist's violent and cruel gesture. Remediated in painting, the scream of Eisenstein's nurse still remains vibrant and resonant, calling for new interpretations and re-elaborations across periods and media. In short, the nurse's voice demands to be heard and continues to reverberate.

Notes 1 I refer here to the screaming woman with broken glasses in the famous Odessa

Steps sequence. While nothing in the film leads us to assume that this woman is a nurse, she has been described as such by many commentators, although sometimes she is also described, more plausibly, as a teacher. There is also another female figure present in the same sequence, a nursemaid, who is shot in the stomach, before her pram careers down the steps. It is, however, the woman with broken glasses who has been referred to as a nurse by the artists I discuss here, Valerio 
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 9 Figure 9.5a and b Materials from Francis Bacon's studio, 'Screaming Nurse' stills from Eisenstein's The Battleship Potemkin (1925). Courtesy of Hugh Lane Gallery, Dublin. © The Estate of Francis Bacon.
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 96 Figure 9.6 Francis Bacon, Study for the Nurse in the film Battleship Potemkin by Eisenstein, 1957. Courtesy of Städel Museum, Frankfurt am Main, U. Edelmann, ARTOTHEK.
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 97 Figure 9.7 Valerio Adami, The Battleship Potemkin, 1971.Karouby collection.

  Valerio Adami's Potemkin: A radicalized political gestureA totally different treatment and appropriation of the screaming nurse is to be found in the work of the painter Valerio Adami. Born in Bologna in 1935, Adami started his career in Milan before settling in Paris in 1970, where he established close contact with the intellectual and artistic avant-garde. His works have been analysed by Hubert Damisch, Jacques Derrida, Jean-François Lyotard and Jean-Luc Nancy, to name only a few, while they have been exhibited in such venues as the Paris Museum of Modern Art and the Centre Georges Pompidou.[START_REF] Adami | s life and career, see[END_REF] During the 1970s, he became one of the major figures of a trend called 'narrative figuration' (nouvelle figuration), which claimed there was a need to return to narrative and figurative art, in opposition to abstraction as well as to the figuration practised in socialist realism. Adami's works are permeated with references to literature, music, pop art and film. He experimented with film in 1971, working with his brother Carlo Romani Adami on the film Vacanze nel deserto. When Adami moved to Paris in 1970, Eisenstein's writings and films were being intensively debated and discussed: Cahiers du Cinéma was publishing many new studies on his work (including Roland Barthes's article 'The Third Meaning'[START_REF] Barthes | The Third Meaning: Research Notes on Some Eisenstein Stills[END_REF] ). Cahiers was also running translations of Eisenstein's texts and dedicating special issues to him. The publisher Christian Bourgois initiated a cycle of translations of Eisenstein's texts including Memoirs, Nonindifferent Nature and others in its 10/18 series. Eisenstein became a key figure in aesthetic and artistic debates at that time, especially in the wake of several protests and uprisings that had shaken European countries at the end of the 1960s. It is not surprising, therefore, that in such a context, among Adami's various

	9781350142107_txt_prf.indd 164	21-12-2020 13:18:18

  Adami and Francis Bacon. 2 Léon Moussinac, 'Poudovkine' , in Le cinéma soviétique (Paris: Gallimard, 1928), 137, translated by the author. 3 Sergei Eisenstein to Moussinac, 15 October 1928, Bibliothèque Nationale de France/Arts du Spectacle/Fonds Léon Moussinac/4° COLIO/35 (1), translated by the author. 4 Georges Sadoul, 'Le cri devenu hymne' , Les lettres françaises, 19 February 1948, quoted by Léon Moussinac, Serge Eisenstein (Paris: Seghers, 1964), 173, translated by the author. 5 Umberto Barbaro, 'Serghei Eisenstein maestro d'arte' , in Servitù e grandezza del cinema (Rome: Editori Riuniti, 1962), 35, translated by the author. 6 Alain Marc, Écrire le cri: Sade, Bataille, Maïakovski (Paris: L'Ecarlate, 2000), 16. 7 Algirdas Julien Greimas, 'Pour une théorie du discours poétique' , in Essais de sémiotique poétique (Paris: Larousse, 1972), 23. 8 Gotthold Ephraim Lessing, Laocoön: An Essay upon the Limits of Painting and Poetry (London: Dent, 1930), 13. 9 Georges Bataille, 'Bouche' (1930), Documents, II (Paris: Jean-Michel Place, 1991), 299.

9781350142107_txt_prf.indd 167 21-12-2020 13:18:22

9781350142107_txt_prf.indd 160 21-12-2020 13:18:09