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	Run Lola Run at the dawn of postmodernity 
ABSTRACT 
Using Run Lola Run as an example of hyper-filmic or alternative-ending movies that go back to Kurosawa's Rashomon (1950), this article suggests that these and future films will inevitably present multiple endings that are to be accepted simultaneously in spite of their incongruities. This multiplicity of options is the result of the easily available resources made possible by the Web, as well as the latest advances in supersymmetrical physics. Moreover, these new discoveries, taken together with the worldviews such discoveries engender, are connected with Nietzsche's ideas about eternal recurrence and to the cyclical vision of the world first envisioned in Hindu philosophy.

To date, the German director Tom Tykwer, has produced, authored, and directed three feature films: Die Tödliche Maria (1993), which was named the Best Film by the German Film Critics Association; Winterschläfer (123 mins., 30 October 1997); and Lola rennt (80 mins., 20 August 1998), which was submitted as the German entry for the 1999 Foreign Language Oscar. [1]

Circularity, repetition, and quanta are concepts that inform this last movie about what is otherwise a very simple story: Manni (played by actor Moritz Bleibtreu), a diamond smuggler courier, loses his boss's money; Lola (played by Franka Potente), his punk-styled girlfriend, runs to help him; and, after two unfortunate attempts to find a solution to this problem, the 100,000 DM are eventually returned to Ronnie, the diamond merc, and Lola and Manni are saved. It is perhaps curious that in spite of possible comparisons of this with other films dealing with temporal transitions and retellings, virtual or otherwise (among them Akira Kurosawa's Rashomon [1950]; Krysztof Kieslowski's Blind Chance [1981] and his "color trilogy" White [1993], Blue [1993], and Red [1994]; Arturo Ripstein's La mujer del puerto [1991]; Harold Ramis's Groundhog Day [1993]; Quentin Tarantino's Reservoir Dogs [1992], Pulp Fiction [1994], and Jackie Brown [1997]; Peter Howitt's Sliding Doors [1998]; Julio Medem's The Lovers of the Arctic Circle; Frank Capra's It's a Wonderful Life [1946]; Alain Resnais's Last Year at Marienbad [1961]; Luis Buñuel's The Exterminating Angel [1962]; Stanley Kubrick's The Killing [1956]; Doug Liman's Go (1999); Jan DeBont's Speed [1994]; Andy and Larry Wachowski's The Matrix [1999]; David Cronenberg's eXistenZ [1999]; and Brian de Palma's Femme fatale [2002]), only three critics have placed Tykwer's film within an intellectual scientific context that would make subsequent philosophical dialogue possible. These critics are: B rbara Kruchin (n.d.), who places the alternative retellings of Lola rennt within the literary context of Italo Calvino's If on a Winter Night a Traveler; Carlo Andrei Cubero (2000), who sees the connection between Lola's alternate sequences and the World Wide Web; and Dirk Gently (2000), who sees the slight changes that occur during Lola's run as a form of chaos theory. [2]

It is perhaps sad that only one viewer, responding to a commentary that appeared in the Christian Spotlight on the Movies, sees a higher philosophical tone in Tykwer's film: on the one hand, the idea of predestination versus free will; on the other, the Eastern philosophical perspective on reincarnation, which is attributed to Buddhists and Hindus (Langdon, n.d., p. 3). Moreover, no critic or commentator has analyzed or explained why a specific pattern is repeated thrice, although it helps to know that the repetitions take place "during a particular interval of time on the same day," as the director states (Tykwer, 1999, p. 1). Likewise, no critic has contextualized the idea of repetition or recurrence within its obvious philosophical tradition: the non-linear (or cyclical) concept of time, an ancient idea (Eliade, 1991, pp. 141-62; Lukacher, 1998, pp. 3-33) refurbished in a scientific manner by Friedrich Nietzsche (1968) and whose impact is still being felt in quantum mechanics and supersymmetry or string theory physics (Kane, 2000, p. 5). [3]

Lola rennt, a film which lasts approximately 80 minutes in the English version, is formally divided into four parts: a three minute philosophical preface which serves to introduce the leading thesis of circularity and repetition; a 29 minute subjective flashback thought out by the main character (Lola); a 20 minute "alternative" and equally subjective flashback envisioned by the secondary character (Manni); and a 22 minute "objective" (re)telling from the point of view of the camera, which freezes suddenly at the moment Lola is about to smile. The last three minutes of the film show the credits, which appear "down" instead of "up." Likewise, the word "Ende" appears slowly from right to left, forcing one to read against what is customary. This unusual form of showing the credits in effect connects the end quite logically to the preface, which commences with quotations from T.S. Eliot and S. Herberger about returning to one's point of original departure, for after the game is before the game, and the only fact is that the ball is round and the game lasts 90 minutes: "Everything else is pure theory." [4]

Each of the film's three parts or macro-sequences begins with Lola running. In the first one, Manni phones Lola and tells her, as the camera shows in black and white shots, how a bum took his boss Ronnie's money in the subway. It should be noted that black and white shots indicate here past (real) time and color stills (preceded by the click of a camera and the anaphoric rubric "and then") to future (hypothetical) time. Red gel sequences refer to present (real) time. Subsequently, a sequence of color still shots shows where the vagrant might travel with the money. As Manni accuses Lola of having failed him, for she did not show up on time to pick him up, Lola screams. Immediately afterwards, Lola begins to run towards Manni, who awaits her at the crossroads between the Bolle Market Place and the Spirale Bar in downtown Berlin. First as a cartoon character, Lola runs down the stairs of an apartment building and encounters her first obstacle, a cartoon boy with a dog, whom she ignores. Once out of her house, Lola becomes a real person again and, as such, stumbles upon several persons. [5]

The individuals of these six mini-sequences initially serve to impede Lola from reaching Manni. Moreover, the lives of three of these characters are fast-forwarded by means of still color shots to suggest a hypothetical future. Hence, the woman with a baby loses her first child and, in desperation, abducts another baby (this "recovery" suggests a "happy" ending after an initial ordeal). The cyclist tries to sell his bike to Lola, but after she refuses to buy it, two bums suddenly appear in the fast-forwarded sequence and subsequently assault and steal his bicycle. The cyclist ends up in a hospital, where a nurse falls in love with and later marries him. Mrs. Jäger, a bank employee, crashes her car in what appears to have been an accident. Consequently, she becomes a cripple and, out of despair, commits suicide. Since color still shots were used earlier to suggest the bum's hypothetical future travels, as Manni imagines them, it would be logical to assume that these fast-forwarded micro-sequences suggest the individuals' possible hypothetical futures as Lola imagines them to be. In other words, those three individuals remain in Lola's consciousness longer than those of the other micro-sequences, which are not fast-forwarded and which remain inconclusive in "real" life (hence, they invite a future possible filmic conclusion, independent of Lola's fast-forwarded imagination or hypotheses). The "realistic" mini-sequences (those that involve people whose lives are not fast-forwarded) serve likewise to block Lola momentarily. Hence, Lola has to break through two on-coming lines of nuns, avoid being hit by Mr. Meyer's car (which ends up hitting a white BMW), and pass by an ambulance driver who almost crashes against a glass pane. [6]

Interspersed between these mini-sequences there are four mid-sequences: 1) one of Papa and his mistress Jutta Hansen at the Deutsche Transfer; 2) another one of Papa and Lola; 3) a third one of Manni, who is still waiting for Lola in front of the Spirale Bar; and 4) a final one of Lola running through the streets of downtown Berlin to try to save Manni. In the first mid-sequence, Jutta tells Lola's father she is pregnant and Papa considers divorcing his wife to marry Jutte. In the second mid-sequence, Lola asks Papa for money to save her boyfriend Manni. In the third mid-sequence, Manni, with the help of a blind woman's phone card, desperately phones people to try to get some money. In the fourth mid-sequence, Lola is seen running, first from right to left as she crosses Friedrichstrasse and Behrenstrasse, then from left to right after her father throws her out the Deutsche Transfer, and ultimately "upward" or against all odds, as suggested by a Dutch angle. Lola arrives late again to save Manni, who shoots twice in the air to get attention. With Lola at his side, he manages to steal 100,000 DM. [7]

The shots that anticipate the final reunion between Lola and Manni are elegantly shown by means of four enthralling vertical split scenes. In the first one, a stationary Manni is shown at the Bolle store while a fast-moving Lola is still trying to reach him before he enters the store to steal the money. In the second one, Manni is placed on the left frame and Lola on the right one; slowly, a horizontal third scene showing a clock is introduced from below, thus creating a three-way split scene. In the third split scene one views, to the left, a blurry medium-shot of Manni looking at a clear full shot of Lola in the distance; and to the right, a blurry medium shot of Lola looking at a clear full shot of Manni. In the fourth split scene, one sees a reverse angle medium shot of Manni to the left and a frontal medium shot of Lola to the right. The right frame (which contains the image of Lola) then shifts to the left and wipes the left frame (which contains Manni's image). Although this wipe will have disastrous consequences for one of the main characters, the vertical split scenes also join momentarily the lovers, who are otherwise spatially and temporally removed from each other. The horizontal intrusions of a clock in the split scenes add stress and suspense to the ongoing situations. In this fashion, the camera attempts to capture all possible angles and positions before repeating the pattern subsequently. [8]

This first macro-sequence ends tragically for Lola. Although Lola arrives on time to disarm a security guard who threatens Manni, she is too late to stop Manni from stealing money from the Bolle store. As the lovers leave the store with the stolen money, they are immediately blocked by several police cars. Manni, in desperation, throws the money bag up in the air (as Lola had thrown up in the air the telephone receiver at the beginning of this sequence and as a ball had gone up at the end of the introduction) and a policeman looks up and accidentally fires his weapon, shooting Lola dead. Lola falls down backwards in slow motion while Manni looks at her. This sequence ends with close-ups of each lover's profile and a final zoom shot that gives one an extreme close-up of Lola's face and eyes. As this sequence fades out, a red gel set showing Manni and Lola in bed fades in. This in effect seems to be the establishing shot of each macro-sequence. One recalls here the words in the introduction that "after the game is before the game" and that one returns to one's point of original departure. In effect, Lola had imagined the sequence one has just seen. Now she is merely recalling it with Manni in the red gel shot (the peroration of the sequence is in effect its preamble). The red color, of course, suggests a room for developing film (here, ideas). At this moment, Lola asks Manni if he loves her. The extreme close-up suggests this has been an imagined situation by Lola, the "narrator" of this sequence. One then returns to a close-up shot of Lola's eyes and to the words: "But I don't want to. I don't want to leave." By a sheer act of willpower Lola subsequently "returns" to the world of the living declaring: "I have to make a decision." At this moment, the money bag falls down and metaphorically becomes the phone at the beginning of the first part of the film. With this transition shot, the first sequence comes to an end. [9]

The second macro-sequence, lasting only 20 minutes, is the shortest of the three. As in Blind Chance, Groundhog Day, or Sliding Doors, everything that happened in the first part is repeated, although with minor changes and a different ending. Here the cartoon boy trips the cartoon Lola, who falls, gets up, limps, and starts running again. Moreover, the six micro-sequences have different endings. Additionally, those dealing with Mr. Meyer and Mrs. Jäger are shot in two and three takes respectively, thus adding to the suspense of the resolution. Hence, the lady with the baby, in the fast-forwarded stills, wins the lottery, buys a Mercedes Benz, and lives happily with her significant other in a big house. In the still shots, the cyclist ends up in poverty, becomes a bum, follows a woman in a park, and subsequently dies of a drug overdose in a public lavatory. Mrs. Jäger falls in love with a bank clerk, has dinner with him, then whips him in a sadomasochistic ritual, and is last seen rowing a boat with him. Moreover, the non-fast-forwarded or "real" micro-sequences show Lola passing through two lines of nuns, as in the first sequence (this remains a neutral or unchanging situation). Mr. Meyer almost hits Lola, who has to jump on top of the hood of his car to avoid being hurt. Finally, the ambulance driver ignores Lola's request to give her a ride and later crashes onto the glass pane he had avoided earlier. Hence we have three unhappy resolutions, two happy ones, and one neutral. [10]

The interspersed mid-sequences of Papa and Jutte, on the one hand, and Manni at the Bolle, on the other, also have different resolutions. In the first mid-sequence, Papa is angry with Jutte on account of her pregnancy. In the second mid-sequence, Lola asks Papa for money, and, upon not getting it, takes a security guard's gun and steals the 100,000 DM. In the third mid-sequence, Manni stops before entering the store but is accidentally run over by the ambulance that passed by him in the first macro-sequence. In the fourth mid-sequence, Lola gets to Manni on time (before he enters the Bolle) but is again unable to save him. As Lola runs, there are again several vertical split scenes showing Manni on the left frame and Lola on the right in a three-quarter shot. Slowly, the camera gives the viewer a zoom shot of the lovers, first in a medium and then in a close-up shot, as a horizontal third frame from below shows a clock. An additional split scene has the Manni frame wipe the Lola frame (an inversion of what happens in the first sequence), deleting Lola from view (hence saving her, as it soon becomes apparent), and exposing Manni (this camera "exposure" costs him his life). Hence, this repetition of events with slightly altered sequences produces similar but not identical resolutions. [11]

In this sequence, Lola drops down the money bag and an extreme close-up shot privileges Manni's dying face (the extreme close-up, serves, then, to show both a dying character and a filmic narrator's point of view). There is another fade out followed immediately by a fade in to the red gel scene where Lola and Manni are again or still in bed. Manni asks Lola what she would do if he died. Lola responds that she wouldn't let him die and that he is not dead yet. Manni asks: "No?" This willful interrogation causes the money bag from the first macro-sequence to come down again (as well as the phone of the first section), thus ending the second part of the film. [12]

The third macro-sequence lasts 22 minutes. Herein Lola is more aggressive (the lyrics "I wish I was [sic] a hunter" are heard) and jumps over the menacing cartoon boy and dog, growling at and scaring them in the process. In like manner, as she starts running, she swerves to the right and avoids having to go through the two lines of nuns. The woman of the first micro-sequence has a sick child, becomes a Jehovah's Witness, and subsequently experiences the recovery of her ill child. The cyclist almost hits Lola but she apologizes instead of rebuking him. He then sells his bicycle to the bum who took Manni's money earlier. It should be noted that this sequence is not fast-forwarded because the cyclist's encounter with Lola becomes real (meaningful), giving her no need to imagine what would have happened to him, as in the other cases. Subsequently, Lola does not see her father who, instead, gets into Mr. Meyer's car. Since Lola does not enter the Deutsche Transfer, she does not encounter Mrs. Jäger (although Papa does) and, thusly, that micro-sequence is absent. In a further development of Mr. Meyer's micro-sequence, Mr. Meyer's car swerves to the right to avoid hitting the bum on the bicycle but then crashes into a white BMW. In the last micro-sequence, the ambulance driver manages not to hit the glass pane. Also, Lola gets inside the ambulance, where she miraculously saves a man from dying by simply holding his hands. Subsequently, the ambulance driver drops Lola off at the street corner where she will eventually meet Manni. [13]

A radical change in this sequence occurs when Lola miraculously avoids being hit by two vehicles and then asks (God?) for help; surprisingly, she also wins 100,000 DM in a casino after she screams loudly. Nevertheless, there is an inversion of meaning here. Previously, the screams had signified absolute frustration on Lola's part. In this third macro-sequence, the scream "helps" Lola to get the 100,000 DM at the casino (against all odds). Likewise, Manni sees the bum go by on his new bicycle and, as he pursues the bum, manages to convince him to return his money in exchange for a gun. Lola runs from left to right (hence to the future) past the neo-Classical buildings at Gendarmenmarkt. There are no split scenes of Lola and Manni prior to their final encounter. The split scenes, of course, seem to be fatal for one of the "framed" members, although the position of the characters (left or right) or the wiping of one of the frames (right or left) does not guarantee who will be obliterated and who will be saved. [14]

Likewise, when Lola meets Manni, Manni has already returned the money to Ronnie, the merc. Hence, when Manni sees Lola with a bag full of money and he naïvely asks her "what's in the bag?" Lola smiles and the film suddenly ends with a freeze as the movie titles descend and the word Ende moves from right to left (symbolically, from the end of the film to the beginning of the film, since a right to left camera movement suggests a time return). [15]

The sequences of Lola running, although shown temporally in the present time (from the viewers' perspective) moving chronologically toward a celluloid future, in effect refer to actions that have already been actualized, both in terms of the profilmic event proper (one is, of course, re-viewing what the camera viewed earlier) and in the make-belief filmic hypothesis of the two characters, who are viewing their reality merely as an unactualized possibility in which either Lola or Manni dies. Hence, both the profilmic event before one's eyes and the hypothesized creations which one is viewing filtered through the characters' perspectives are twice as unreal or, if one prefers, just as subjective, one from the other. [16]

The clue to this is there at the beginning of each sequence as one is shown a cartoon-like (hence unreal) Lola running past a boy with a dog. Should this clue not be enough, the first and second sequences end with extreme close-ups of the dying profilmic viewers, followed by temporal transitions shot with heavy red gel on the lamps for the bed scenes wherein Lola and Manni are imagining ("developing") the scenarios the viewer has already seen. The fact that at the end of the third sequence there is no "return" to either Lola or Manni's perspective is merely a willful affirmation of the camera, which simply freezes at the end of the game, when both Lola and Manni need no longer imagine anything new. In effect, both of them have exhausted their profilmic possibilities by having survived in their imaginary worlds, precisely by returning in time (the cartoon-like Lola goes against time by breaking clocks as she runs) to a point of equilibrium (when time stops) or by running in architectural space as Lola exits from a sumptuous 19th-building, passes through the empty 18th-century Gendarmenmarkt neo-classical palaces (reminders of the German Aufklärung), and arrives at the crossroads in Tauroggenerstrasse in a more prosaic 20th-century Berlin. Returns in time and space are effective, for they enable one to start over again and, based on one's effort of will, cause a satisfactory qualitative change. Quanta, of course, cannot suddenly come to a halt. Hence, the camera merely chooses to stop moving - or filming - when the characters and the viewers have had enough. After all, the ball is round (cyclical) and the game (film) lasts only so long, 80 minutes in the case of this film. [17]

A mistake that critics and viewers have made with respect to this film is that, as Lola runs, she changes the lives of those blocking individuals she touches. The opposite might seem to be the case. The blocking individuals Lola encounters enable her to make, in many cases, better choices the next time around. This is certainly the case with respect to the cyclist, the nuns, and the ambulance driver. That notwithstanding, the sequences that are fast-forwarded into a hypothetical future (the mother and child, the cyclist, and Mrs. Jäger), as well as the sequences that are not fast-forwarded (the nuns, Mr. Meyer, and the ambulance driver), serve a secondary additional function (beside blocking Lola); namely, to provide the viewer with an accumulation (quanta) of hypothetical (happy or unhappy) or uncertain endings that will prepare one to accept the alternative (unhappy or happy) resolutions of each macro-sequence. Hence, there is a preponderance of happy endings in the third sequence, but not so in the first or second parts, where either the cyclist or Mrs. Jäger die by committing suicide. The only uncertain event in the first two sections is what will happen to Mr. Meyer after he crashes into the white BMW. Only in this scene does one encounter a tragic ending, which, at least psychologically, gives one a sense of relief, for the violence that seems dormant in the first two sequences is finally resolved in the permanent stasis of death. [18]

Nevertheless, when all is said and done, the three hypothesized sequences, although they have several aspects in common, are not ruled by any seemingly rational logic that would determine their resolution (or lack of). In the end, they seem to be ruled merely by chance (Cairns, 1962, p. 227). In this fashion, events are presented in the way Nietzsche had imagined them to occur in his Will to Power: seemingly at random. Nietzsche's (1968) idea of the eternal recurrence, which posits that time is infinite and matter finite, suggests that eventually all physically known possibilities, whether actualized or not, must repeat previously actualized or potentially non-actualized patterns. What makes this theory non-mechanistic and, hence, aligned to the new developments in physics, is precisely that quanta, being always in motion, cannot die but only change. In human terms, what determines a qualitative change is mere will, which Nietzsche associates with raw quanta (p. 457; frags. 855 and 858) and with the Dionysian urge to unity (a "return," as it were [p. 539; frag. 1050]). Events, in effect, could be better, but what is inevitable cannot be wished away, for it too forms part of the same willful affirmation of the world. Hence, by sheer will power and determination, Lola succeeds in the third hypothesized sequence to survive along with Manni. That notwithstanding, karma cannot be wished away, but merely allowed to manifest itself in another sequence of events, affecting other characters. Hence, someone has to die in the third sequence, whether Mrs. Jäger, who crashes her car, becomes a cripple, and cuts her veins; the cyclist, who loses his bicycle, ends in poverty, and overdoses in a public lavatory; or good Mr. Meyer, who in order to avoid hitting a bum crashes his black car into the white BMW. [19]

Hence, what one has in Run Lola Run is a modern rendition of an ancient idea, the Hindu concept of eternal recurrence, but without its moral aspect, à la Nietzsche. One also has a film imitating a new technology - the Internet - that has compressed time and which continues to become more intricate and exciting in the new millennium; a new technology, where everything is possible upon returning to a previous icon that enables one to access other potentially available albeit previously un-invoked routes. Public access search engines like Netscape, Google, Altavista, Yahoo, and many others list their services seemingly at random, unless one locks the system to a specific server. Of course, there is an inherent structure to this sense of randomness, as there is for any cycle that repeats itself in any number of ways. Advertisers pay for their information to come up early; likewise, user studies guide and influence the look and structure of search engines. Similarly, in the physical world, liquid substances become solid or gaseous, depending upon quantitative factors (e.g., heat or cold) that reach a certain nodal point. Hence, in a world of limitless possibilities, Run Lola Run in effect shows one a new way of accessing or manifesting reality (virtual or otherwise): not as singular and determined, but as multiple and alternative. [20]

This multiplicity of perspectives, evinced as early as 1950 with Kurosawa's Rashomon, ought not to be confused with the multiplicity of possibilities-actualized and latent - that films like Run Lola Run or Ripstein's La mujer del puerto (1991) offer. These movies are not puzzles, as Pulp Fiction or The Killing are, which can be put together in a sequential order to make sense of them (to know what "really" happened). Neither are they "trick" or surprise-ending films like M. Night Syamalan's The Sixth Sense (1999) or the less sensational Unbreakable (2000). These works are joyful experiments in hyper-reality. They do not tell one only what "really" happened, but also what will, could, would or should happen; not necessarily by putting frames and sequences in order but by putting them in disarray, by returning (again) to an original (determined at random) point of departure to (re)start one's profilmic event again, ad infinitum. In this sense, they have points of contact with movies like Groundhog Day and The Exterminating Angel, with the difference that there is no moral surplus, as in the first film, or an illogical negotiation, as in the second. Seductively, they make things (re)appear in a similar but not identical fashion, for their aim is not to establish a systematic (correct) order, but an alternative ("chaotic") one. In that respect they are not like sequels, which rely on continuity and verisimilitude within finite and established parameters to be publicly and morally acceptable. Sequels, after all, rely on the idea of surplus or excess (more of what is familiar) for their continuity and popularity in a society that tolerates their socially (and morally) accepted Weltanschauung. Hence, The Simpsons, no matter how outrageous, will only function within socially finite parameters to re-establish the usual family and societal values they are always in danger of transgressing. Likewise, the ever-elusive James Bond will even marry once - albeit briefly - while On Her Majesty's Secret Service (the 1969 film by Peter Hunt). And everybody knows that the killer of Wes Craven's Scream[s] (1997,1997,and 1989) will attack only the most vulnerable members of society - be they sensuous or morally lax adolescents, naïve African-Americans, heavy-set crew persons, or older members of the establishment - in order to arrive at the highly valued mores of youth, strength, vigilance, and the police. George Lucas's penultimate rendition of the Stars Wars series, Star Wars Episode I: The Phantom Menace (1999), even unashamedly reaffirms "proper" European English against its American counterpart. [21]

These alternative-ending movies are not similar to remakes either, for these cultural artifacts seem to be more concerned with similarities than with differences, a process that is similar to applying make-up on an old actor to make him look more like - not unlike - himself. Needless to say, no remake is ever successful because it tries too hard to be what it is not, in the same way that no make-up will ever make one look the way one no longer is. Hence, Harold Ramis's Bedazzled (2000) - a recast of Stanley Donen's Bedazzled (1967), which in the end suggests that theology is superfluous - makes the entire structure of the new version (film and title included) unnecessary in a way that the original version, dependent always on God's grace, would not. Why add make-up to a face that does not need it? The other extreme, of course, is to recast a film to tell another story. However, does one need to drown innumerable people and sink the Titanic again, as James Cameron does in the 1997 remake, just to see DiCaprio die? [22]

Run Lola Run, like La mujer del puerto, are hyper-filmic events. They do not discard the idea of narrative continuity or sequential logic; they use it, and also abuse it, both to cancel and to incorporate a continuous and always complete fabula as well as a discontinuous and alternative supplement which is equally complete, fully actualized, and justified in toto. This alternative dis-continuity within multiple yet finite parameters enables one to experience several perspectives in seemingly limitless fashion. These are works based not on surplus or excess but on supplement or alternativeness. Needless to say, by presenting different viewpoints, these filmic events necessarily pose counter-traditional perspectives: at best merely "artistic" (hence limited to a small innocuous elite); at worst, "funny," immoral, and obscene. Trey Parker's South Park: Bigger, Longer & Uncut (1999) attacks local community values, the educational system, censorship (it got an R rating), provincial morality, and the family; it also challenges the United States perspective of the Other (be it Saddam Hussein, the Devil, or Commonwealth Canada) and of reality itself (by the repetitive killing of one of the potty mouth kids). Likewise, The Devil in Miss Jones, a pornographic film now in its sixth embodiment, challenges one's sense of reality (all the characters are dead at the beginning of the film), one's understanding of sin (as inevitable), one's morality (as hypocritical and relativistic), and one's Christian theology (as rigoristic and unforgiving); it also proposes the alternative concept of temporally limited human redemption through physically unlimited bodily pleasure (even for Satan in the second part). It might be noted that Antonio Passolini's DMJ-6 (1999) anticipated Bedazzled (2000) in its representation of the Devil as a woman with an English accent, retaining, in addition, the theological elements so carelessly discarded by the Ramis film. Hence, alternative-ending hyper-realistic films show what is truly here in a fully actualized symmetrical world, as well as what is truly there in a non-actualized (yet equally possible) supersymmetrical or multidimensional universe. In effect, they capture reality as it has now become. [23]

At the dawn of Postmodernism, we have become the heirs of multiple options and possibilities, which have always existed in one form or another, to be sure, but which were until a few years ago unavailable to all except government and military agencies. A hyper-democratic age such as the one we live in cannot and probably should not accept anything less than what Run Lola Run has to offer, namely, a multiplicity of options constantly and joyfully different (and deferred) in a continuously evolving universe similar to the one imagined by Nietzsche at the dawn of Modernism, and by the new physics at the dawn of Postmodernity. In this fashion, Tykwer's film is similar to other films that, unhappy with their original endings, change them but do not discard them, preferring to have their cake and eating it too, as one sees in Jeremy Leven's Don Juan de Marco (1995) or Brian de Palma's Femme fatale (2002), which have two endings; or Arturo Ripstein's La mujer del puerto (1991), which has three alternative endings, depending on the point of view of the narrator. These films, of course, owe everything to Kurosawa's Rashomon (1950), which remains, after so many years, the best filmic example of multiple perspectivism. If film imitates literature, the undisputed and still unsurpassed model of this self-conscious narrative form remains Cervantes's Don Quixote. [24]

In the age of hypertext and virtual reality, the question is no longer: "is it real?" as the Memorex commercial asked at one time as a glass broke over and over again before a captive television audience. The question now and in the future is or might be: "how real can it get?" Run Lola Run, like Nietzsche's theory on eternal recurrence, contemporary physics' multiplicity of strings in additional dimensions, and the Internet's bank of alternative possibilities, show the way to make future films, if not qualitatively better, certainly quantitatively different, exciting, and fun. For those of us who might not make it to the next millennium, this kind of post-Postmodern and hyper-kinetic experience should be more than satisfactory. [25]

This article is dedicated to A. Heidi Karriker.


