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Preface to the English edition

Over several centuries, from the Greeks to Kant, a revolution
took place in philosophy: the subordination of time to movement
was reversed, time ceases to be the measurement of normal
movement, it increasingly appears for itself and creates paradoxi-
cal movements. Time is out of joint: Hamlet’s words signify that
time is no longer subordinated to movement, but rather move-
ment to time. It could be said that, in its own sphere, cinema has
repeated the same experience, the same reversal, in more
fast-moving circumstances. The movement-image of the so-
called classical cinema gave way, in the post-war period, to a direct
time-image. Such a general idea must of course be qualified,
corrected, adapted to concrete examples.

Why is the Second World War taken as a break? The factis that,
in Europe, the post-war period has greatly increased the situ-
ations which we no longer know how to react to, in spaces which
we no longer know how to describe. These were ‘any spaces
whatever’, deserted but inhabited, disused warehouses, waste
ground, cities in the course of demolition or reconstruction. And
in these any-spaces-whatever a new race of characters was
stirring, kind of mutant: they saw rather than acted, they were
seers. Hence Rossellini’s great trilogy, Europe 51, Stromboli,
Germany Year 0: a child in the destroyed city, a foreign woman on
the island, a bourgeoise woman who starts to ‘see’ what is around
her. Situations could be extremes, or, on the contrary, those of
everyday banality, or both at once: what tends to collapse, or at
least to lose its position, is the sensory-motor schema which
constituted the action-image of the old cinema. And thanks to this
loosening of the sensory-motor linkage, it is time, ‘a little time in
the pure state’, which rises up to the surface of the screen. Time
ceases to be derived from the movement, it appears in itself and
itself gives rise to false movements. Hence the importance of false
continuity in modern cinema: the images are no longer linked by
rational cuts and continuity, but are relinked by means of false
continuity and irrational cuts. Even the body is no longer exactly
what moves; subject of movement or the instrument of action, it
becomes rather the developer [révélateur] of time, it shows time
through its tirednesses and waitings (Antonioni).

It is not quite right to say that the cinematographic image is in
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the present. What is in the present is what the image .‘represents’,
but not the image itself, which, in cinema as in painting, is never to
be confused with what it represents. The image itself is the system
of the relationships between its elements, that is, a set of
relationships of time from which the variable present only flows.
It is in this sense, I think, that Tarkovsky challenges the
distinction between montage and shot when he defines cinema by
the ‘pressure of time’ in the shot. What is specific to the image, as
soon as it is creative, is to make perceptible, to make visible,
relationships of time which cannot be seen in the represented
object and do not allow themselves to be reduced to the present.
Take, for example, a depth of field in Welles, a tracking shot in
Visconti: we are plunged into time rather than crossing space.
Sandra’s car, at the beginning of Visconti’s film, is already moving
in time, and Welles's characters occupy a giant-sized place in time
rather than changing place in space.

This is to say that the time-image has nothing to do with a
flashback, or even with a recollection. Recollection is only a
former present, whilst the characters who have lost their memo-
ries in modern cinema literally sink back into the past, or emerge
from it, to make visible what is concealed even from recollection.
Flashback is only a signpost and, when it is used by great authors,
itis there only to show much more complex temporal structures
(for example, in Mankiewicz, ‘forking’ time: recapturing the
moment when time could have taken a different course . . . ) In
any case, what we call temporal structure, or direct time-image,
clearly goes beyond the purely empirical succession of time —
past-present-future. It is, for example, a coexistence of distinct
durations, or of levels of duration; a single event can belong to
several levels: the sheets of past coexist in a non-chronological
order. We see this in Welles with his powerful intuition of the
earth, then in Resnais with his characters who return from the
land of the dead.

There are yet more temporal structures: the whole aim of this
book is to release those that the cinematographic image has been
able to grasp and reveal, and which can echo the teachings of
- science, what the other arts uncover for*us, or what philosophy
makes understandable for us, each in their respective ways. It is
foolish to talk about the death of the cinema because cinema is still
at the beginning of its investigations: making visible these
relationships of time which can only appear in a creation of the
image. It is not cinema which needs television — whose image
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remains so regrettably in the present unless it is enriched by the
art of cinema. The relations and disjunctions between visual and
sound, between what is seen and what is said, revitalize the
problem and endow cinema with new powers for capturing time
in the image (in quite different ways, Pierre Perrault, Straub,
Syberberg . .. ). Yes, if cinema does not die a violent death, it
retains the power of a beginning. Conversely, we must look in
pre-war cinema, and even in silent cinema,for the workings of a
very pure time-image which has always been breaking through,
holding back or encompassing the movement-image: an Ozu still
life as unchanging form of time?

I would like to thank Robert Galeta and Hugh Tomlinson for
the care which they have put into translating this adventure of
movement and time.

Gilles Deleuze
July 1988




Translators’ introduction

This is a translation of L'image-temps, the second and final volume
of Deleuze’s work on the cinema, which was first published in
France in 1985. The first volume, L'image-mouvement was trans-
lated in 1986 as Cinema I.'. Each volume can be read on its own as
dealing with a separate aspect of the cinema, classical and modern,
pre-and post-war, movement and time. Together, they constitute
what has been called ‘one of the finest contemporary reflections on
the liveliness and grandeur of the modern cinema’.*

But Deleuze does not set out to provide another theory of the
cinema. His project is a philosophical one. Philosophy itself is not
a reflection on an autonomous object but a practice of creation of
concepts, a constructive pragmatism. This is a book of philosophi-
cal invention, a theory of cinema as conceptual practice. It isnota
question of ‘applying’ philosophical concepts to the cinema.
Philosophy works with the concepts which the cinema itself gives
rise to.

For Deleuze, the philosopher “works alongside’ the cinema,
producing a classification of its images and signs but reordering
them for new purposes. What makes cinema of special interest is
that, as with painting®, it gives conceptual construction new
dimensions, those of the percept and affect —which should not be
confused with perception and feeling. ‘Affect, percept and
concept are three inseparable powers, going from art to philoso-
phy and the reverse’.' Cinema and philosophy are brought
together in a continuing process of intercutting. This is philoso-
phy as assemblage, a kind of provoked becoming of thought.

The book’s first aim is descriptive. Deleuze sets out to describe
the two fundamental images of the cinema — the movement-
image and the time-image — and their corresponding signs. The
first volume dealt with the various movement-images of the
classical cinema: perception-image, affect-image and action-
image. The present one deals with the forms of the direct
time-image of the modern cinema.

The point of transition between the two volumes, and the two
images, is the crisis of the ‘action-image’ after the Second World
War. The unities of situation and action can no longer be
maintained in the disjointed post-war world. This gives rise to
pure optical and sound situations from which the ‘direct time-
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image’ emerges. Cinema I1 is concerned with the taxonomy of the
time-image and its signs, which are called ‘chronosigns’. These are
signs of the order of time, of its internal relations and signs of time
asseries. Both types of signs bring the notion of truth into question
and the book culminates in powerful discussions of the powers of
the false in cinema, thought in the cinema and the body and the
brain.

But this simple summary gives little impression of the extra-
ordinary range and richness of the book. The time-image which
Deleuze releases from modern cinema gives him a new line of
approach toa number of important problems of modern thought:
the undecidability of truth and falsity, the relation of inside and
outside, the nature of ‘the people’, the relation between brain and
body.

Modern cinema recreates the concepts of modern philosophy,
but in a new way. In particular, the cinematic reversal of the
subordination of time to movement repeats a philosophical
revolution which took place over several centuries. Deleuze draws
a number of consequences from this reversal in the cinema. His
analysis begins with the break upoftheclassical notion of the image
which was defined in relation to external world and self-aware
subject. This notion was adequate to the movement-image of
pre-war cinema but is also a victim of its post-war disintegration.

The modern world and the modern image operate in the realm
of ‘incommensurability’. The films of Welles, Resnais or Mar-
guerite Duras no longer rely on world or subject. The modern
image cannot be integrated into a totality, it is connected through
‘irrational cuts’ between the non-linked, a confrontation takes
place between ‘outside’ and ‘inside’.

From this confrontation ‘thought’ appears. Deleuze sees the
modern cinema as exploring a thought outside itself and an
unthought within thought. And it is ‘thought’ which remains his

concern throughout. The construction of concepts is guided by a
secret ‘image of thought’ which

inspires by its developments, forkings and mutations the

necessity of always creating new concepts, not as a function of

external determinism, but as a function of a becoming which
carries along the problems themselves.

The creation of concepts in the cinema is guided by a powerful
‘image of thought’ which is central to our ‘modernity’. As Deleuze
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says in a recent interview, what interested him about the cinema

was that ’ . )
in the screen there can be a brain, as in Resnais or Syberblerg s
cinema. Cinema does not operate only with linkages by rational
cuts, but by re-linkages on irrational cuts: this is not the same
image of thought.®

This image of thought through re-linka‘ge by ‘ir_ratlonal cu%s'
inspires Deleuze’s own constructive plurallsm._ He is engaged l{n
the creation, the constant re-creation, of a philosophy of imma-
nence, a constructive pragmatism. This book shows such a

i hy at work in the post-war cinema. |
Ph}l\l(:vs.ligleymnge of new letl:‘:'?'linolt.)gy isintroduced in this volume.
In general, these terms gain their sense through the roles}:hey
play in the assemblage of the text and we have not soug tl:o
provide further explanations. The reader is referre(’l to tf f:
glossary of terms in Cinema I. However, the translation o a
number of terms have presented additional difficulties.

The word ‘auteur’ is a problem for all (_ra‘nslatorr‘. of Fl_'en(:‘h
writings about the cinema. I_ts usual_sense is au'thor S but it :as
applied to film makers to indicate a view of the director d'S author
of the film. The word has sometimes been left ungranslated but
this turns an ordinary French word into a ‘techmcal term. We
have, in general, rendered ‘auteur’ as ‘author’. It should be borne
in mind that, when this word is used of film makers, it carries the

of ‘director’ as well as ‘author’. .
se?)s:]euzc uses the word ‘bal(l)ade’ to convey both ‘bf:ladc:’ (trip)
and ‘ballade’ (ballad). We have been L.mable to r.et:'un this c}ual
sense in English and have rendered this terms as ‘tnp/ballad.'. In
this volume, as in Cinema I, Deleuze uses the term englobant’ as a
noun. The verb ‘englober” has the sense of ‘to include, embod’y,
bring together into a whole’. We have translated this term as
3 asser’. .
et}Fﬁ?&ord ‘récit’ is commonly translated as ‘s}ory’,_‘acgon..tm' or
even ‘narrative’ but is often used in conjunction with .h!stcunf
which is also translated as ‘story’, but also has the sense, ‘history’.
We have rendered ‘récit’ as ‘story’ with the Fr_enc‘h word in
brackets when appropriate. The word ‘fabulation’ has been

anslated as ‘story-telling’.
U‘d:: always, Gilleys Deleﬁze providt?d prompt and clear'aniw?rs
to all our questions and we would like to express our thanks for
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this and for the opportunity to take partin this adventure of time
and movement. We owe a large debt of gratitude to Denise Cole
for the word processing of a manuscript that always lived
dangerously on the margins of legibility. Tippin Beesley did the
same for a part of the manuscript. Simon Beesley provided
supportand assistance when it seemed it would never end. Martin
Joughlin was constructive. Caroline Davidson is always told that
this is the last one but continues to be tolerant. The translation is

dedicated to Michael Galeta and Dorothy T -
seen a lot of films. oty Thompson who have

Hugh Tomlinson
Robert Galeta

Notes

I Cinema I: The Movement-Image, translated H i '
Barbara Habberjam, London: 'lghe Athlone Presl;,g:lggg.mhnwn s

g Reda Bensmaia, Magazine littéraire, No. 257, septembre, 1988, p. 57
See_Gllles_. Deleuze, Francis Bacon: Lo ique de la Sensation, 2 w_;lu :

) g:ﬂ?! Edition de la Différence, 1981. ‘ i
1938,5;;‘."]?73. et événements’, Magazine littéraive, No. 257, septembre

5 ibid., p.23.
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1 Beyond the movement-image

1

Against those who defined Italian neo-realism by its social
content, Bazin put forward the fundamental requirement of
formal aesthetic criteria. According to him, it was a matter of a
new form of reality, said to be dispersive, elliptical, errant or
wavering, working in blocs, with deliberately weak connections
and floating events. The real was no longer represented or
reproduced but ‘aimed at’. Instead of representing an already
deciphered real, neo-realism aimed at an always ambiguous, to be
deciphered, real; this is why the sequence shot tended to replace
the montage of representations. Neo-realism therefore invented
a new type of image, which Bazin suggested calling ‘fact-image’."
This thesis of Bazin’s was infinitely richer than the one that he was
challenging, and showed that neo-realism did not limit itself to
the content of its earliest examples. But what the two theses had in
common was the posing of the problem at the level of reality:
neo-realism produced a formal or material ‘additional reality’.
However, we are not sure that the problem arises at the level of
the real, whether in relation to form or content. Is it not rather at
the level of the ‘mental’, in terms of thought? If all- the
movement-images, perceptions, actions and affects underwent
such an upheaval, was this not first of all because a new element
burst on to the scene which was to prevent perception being
extended into action in order to put it in contact with thought,
and, gradually, was to subordinate the image to the demands of
new signs which would take it beyond movement?

When Zavattini defines neo-realism as an art of encounter —
fragmentary, ephemeral, piecemeal, missed encounters — what
does he mean? It is true of encounters in Rossellini’s Paisa, or De
Sica’s Bicycle Thief. And in Umberto D, De Sica constructs the
famous sequence quoted as an example by Bazin: the young maid
going into the kitchen in the morning, making a series of
mechanical, weary gestures, cleaning a bit, driving the ants away
from a water fountain, picking up the coffee grinder, stretching
out her foot to close the door with her toe. And her eyes meet her
pregnant woman’s belly, and it is as though all the misery in the
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world were going to be born. This is how, in an ordinary or
everyday situation, in the course of a series of gestures, which are
insignificant but all the more obedient to simple sensory-motor
schemata, what has suddenly been brought about is a pure optical
situation to which the little maid has no response or reaction. The
eyes, the belly, that is what an encounter is ... Of course,
encounters can take very different forms, even achieving the
exceptional, but they follow the same formula. Take, for ex-
ample, Rossellini’s great quartet, which, far from marking an
abandonment of neo-realism, on the contrary, perfects it. Ger-
many Year 0 presents a child who visits a foreign country (this is
why the film was criticized for not maintaining the social mooring
which was held to be a condition of neo-realism), and who dies
from what he sees. Stromboli presents a foreign woman whose
revelation of the island will be all the more profound because she
cannot react in a way that softens or compensates for the violence
of what she sees, the intensity and the enormity of the tunny-

fishing (‘It was awful...), the panic-inducing power of the’

eruption (‘I am finished, I am afraid, what mystery, what beauty,
my God...). Europe 51 shows a bourgeoise woman who,
following the death of her child, crosses various spaces and
experiences the tenement, the slum and the factory (‘I thought I
was seeing convicts’). Her glances relinquish the practical func-
tion of a mistress of a house who arranges things and beings, and
pass through every state of an internal vision, affliction, com-
passion, love, happiness, acceptance, extending to the psychiatric
hospital where she is locked up at the end of a new trial of Joan of
Arc: she sees, she has learnt to see. The Lonely Woman [Viaggio in
Italia] follows a female tourist struck to the core by the simple
unfolding of images or visual clichés in which she discovers
something unbearable, beyond the limit of what she can person-
ally bear.” This is a cinema of the seer and no longer of the agent
[de voyant, non plus d’actant].

What defines neo-realism is this build-up of purely optical
situations (and sound ones, although there was no synchronized
sound at the start of neo-realism), which are fundamentally
distinct from the sensory-motor situations of the action-image in
the old realism. It is perhaps as important as the conquering of a
purely optical space in painting, with impressionism. It may be
objected that the viewer has always found himself in front of
‘descriptions’, in front of optical and sound-images, and nothing
more. But this is not the point. For the characters themselves
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reacted to situations; even when one of them found himself
reduced to helplessness, bound and gagged, as a result of the ups
and downs of the action. What the viewer perceived therefore was
a sensory-motor image in which he took a greater or lesser part by
identification with the characters. Hitchcock had begun the
inversion of this point of view by including the viewer in the film.
But it is now that the identification is actually inverted: the
character has become a kind of viewer. He shifts, runs and
becomes animated in vain, the situation he is in outstrips his
motor capacities on all sides, and makes him see and hear what is
no longer subject to the rules of a response or an action. He
records rather than reacts. He is prey to a vision, pursued by it or
pursuing it, rather than engaged in an action. Visconti’s Obsession
rightly stands as the forerunner of neo-realism; and what first
strikes the viewer is the way in which the black-clad heroine is
possessed by an almost hallucinatory sensuality. She is closer to a
visionary, a sleepwalker, than to a seductress or a lover (similarly,
later, the Countess in Senso).

In Volume 1 the crisis of the action-image was defined by a
number of characteristics: the form of the trip/ballad,** the
multiplication of clichés, the events that hardly concern those
they happen to, in short the slackening of the sensory-motor
connections. All these characteristics were important but only in
the sense of preliminary conditions. They made possible, but did
not yet constitute, the new image. What constitutes this is the
purely optical and sound situation which takes the place of the
faltering sensory-motor situations. The role of the child in
neo-realism has been pointed out, notably in De Sica (and later in
France with Truffaut); this is because, in the adult world, the
child is affected by a certain motor helplessness, but one which
makes him all the more capable of seeing and hearing. Similarly,
if everyday banality is so important, it is because, being subject to
sensory-motor schemata which are automatic and pre-
established, it is all the more liable, on the least disturbance of
equilibrium between stimulus and response (as in the scene with
the little maid in Umberto D), suddenly to free itself from the laws
of this schema and reveal itself in a visual and sound nakedness,
crudeness and brutality which make it unbearable, giving it the
pace of a dream or a nightmare. There is, therefore, a necessary
passage from the crisis of image-action to the pure optical-sound
image. Sometimes it is an evolution from one aspect to the other:
beginning with trip/ballad films [films de bal(1)ade] with the
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sensory-motor connections slackened, and then reaching purely
optical and sound situations. Sometimes the two coexist in the
same film like two levels, the first of which serves merely as a
melodic line for the second.

It is in this sense that Visconti, Antonioni and Fellini are
definitely part of neo-realism, in spite of all their differences.
Obsession, the forerunner, is not merely one of the versions of a
famous American thriller, or the transposition of this novel to the
plain of the Po.* In Visconti’s film, we witness a very subtle
change, the beginnings of a mutation of the general notion of
situation. In the old realism or on the model of the action-image,
objects and settings already had a reality of their own, but it was a
functional reality, strictly determined by the demands of the
situation, even if these demands were as much poetic as dramatic
(for instance, the emotional value of objects in Kazan). The
situation was, then, directly extended into action and passion.
After Obsession, however, something appears that continues to
develop in Visconti: objects and settings [milieux] take on an
autonomous, material reality which gives them an importance in
themselves. It is therefore essential that not only the viewer but
the protagonists invest the settings and the objects with their gaze,
that they see and hear the things and the people, in order for
action or passion to be born, erupting in a pre-existing daily life.
Hence the arrival of the hero of Obsession, who takes a kind of
visual possession of the inn, or, in Rocco and his Brothers, the arrival
of the family who, with all their eyes and ears, try to take in the
huge station and the unknown city: this will be a constant theme
in Visconti's work, this ‘inventory’ of a setting — its objects,
furniture, tools, etc. So the situation is not extended directly into
action: it is no longer sensory-motor, as in realism, but primarily
optical and of sound, invested by the senses, before action takes
shape in it, and uses or confronts its elements. Everything
remains real in this neo-realism (whether it is film set or exteriors)
but, between the reality of the setting and that of the action, it is
no longer a motor extension which is established, but rather a
dreamlike connection through the intermediary of the liberated
sense organs.” It is as if the action floats in the situation, rather
than bringing it to a conclusion or strengthening it. This is the
source of Visconti's visionary aestheticism. And The Earth Trembles
confirms these new parameters in a singular way. Of course the
fishermen's situation, the struggle they are engaged in, and the
birth of a class conciousness are revealed in this first episode, the
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only one that Visconti completed. But this embryonic ‘communist
consciousness’ here depends less on a struggle with nature and
between men than on a grand vision of man and nature, of their
perceptible and sensual unity, from which the ‘rich’ are excluded
and which constitutes the hope of the revolution, beyond the
setbacks of the floating action: a Marxist romanticism.®

In Antonioni, from his first great work, Story of @ Love Affair, the
police investigation, instead of proceeding by flashback, trans-
forms the actions into optical and sound descriptions, whilst the
tale itself is transformed into actions which are dislocated in time
(the episode where the maid talks while repeating her tired
gestures, or the famous scene with the lifts).” And Antonioni’s art
will continue to evolve in two directions: an astonishing develop-
ment of the idle periods of everyday banality; then, starting with
The Eclipse, a treatment of limit-situations which pushes them to
the point of dehumanized landscapes, of emptied spaces that
might be seen as having absorbed characters and actions,
retaining only a geophysical description, an abstract inventory of
them. As for Fellini, from his earliest films, it is not simply the
spectacle which tends to overflow the real, it is the everyday which
continually organizes itself into a travelling spectacle, and the
sensory-motor linkages which give way to a succession of varieties
subject to their own laws of passage. Barthélemy Amengual
produces a formula which is true for the first half of this work:
‘The real becomes spectacle or spectacular, and fascinates for
being the real thing ... The everyday is identified with the
spectacular . . . Fellini achieves the deliberate confusion of the
real and the spectacle’ by denying the heterogeneity of the two
worlds, by effacing not only distance, but the distinction between
the spectator and the spectacle.”

The optical and sound situations of neo-realism contrast with
the strong sensory-motor situations of traditional realism. The
space of a sensory-motor situation is a setting which is already
specified and presupposes an action which discloses it, or
prompts a reaction which adapts to or modifies it. But a purely
optical or sound situation becomes established in what we might
call ‘any-space-whatever’, whether disconnected, or emptied (we
find the passage from one to the other in The Eclipse, where the
disconnected bits of space lived by the heroine — stock exchange,
Africa, air terminal — are reunited at the end in an empty space
which blends into the white surface). In neo-realism, the sensory-
motor connections age now valid only by virtue of the upsets that
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affect, loosen, unbalance, or uncouple them: the crisis of the
action-image. No longer being induced by an action, any more
than it is extended into one, the optical and sound situation is,
therefore, neither an index nor a synsign. There is a new breed of
signs, opsigns and sonsigns. And clearly these new signs refer to
very varied images — sometimes everyday banality, sometimes
exceptional or limit-circumstances — but, above all, subjective
images, memories of childhood, sound and visual dreams or
fantasies, where the character does not act without seeing himself
acting, complicit viewer of the role he himself is playing, in the
style of Fellini. Sometimes, as in Antonioni, they are objective
images, in the manner of a report, even if this is a report of an
accident, defined by a geometrical frame which now allows only
the existence of relations of measurement and distance between
its elements, persons and objects, this time transforming the
action into displacement of figures in space (for instance, the
search for the vanished woman in The Adventure).” It is in this
sense that the critical objectivism of Antonioni may be contrasted
with the knowing subjectivism of Fellini. There would be, then,
two kinds of opsigns, reports [constats] and ‘instats’,'"* the former
giving a vision with depth, at a distance, tending towards
abstraction, the other a close, flat-on vision inducing involvement.
This opposition corresponds in some respects to the alternative as
defined by Worringer: abstraction or Einfiihlung. Antonioni's
aesthetic visions are inseparable from an objective critique (we are
sick with Eros, because Eros is himself objectively sick: what has
love become that a man or a woman should emerge from it so
disabled, pitiful and suffering, and act and react as badly at the
beginning as at the end, in a corrupt society?), whilst Fellini’s
visions are inseparable from an ‘empathy’, a subjective sympathy
(embrace even that decadence which means that one loves only in
dreams or in recollection, sympathize with those kinds of love, be
an accomplice of decadence, and even provoke it, in order to save
something, perhaps, as far as is possible...)."" On both sides
these are higher, more important, problems than commonplaces
about solitude and incommunicability.

The distinctions, on one hand between the banal and the
extreme, and on the other between the subjective and the
objective, have some value, but only relatively. They are valid for
an image or a sequence, but not for the whole. They are still valid
in relation to the action-image, which they bring into question,
but already they are no longer wholly valid in relation to the new
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image that is coming into being. They mark poles between which
there is continual passage. In fact, the most banal or everyday
situations release accumulated ‘dead forces’ equal to the life force
of a limit-situation (thus, in De Sica's Umberto D, the sequence
where the old man examines himself and thinks he has fever). In
addition, the idle periods in Antonioni do not merely show the
banalities of daily life, they reap the consequences or the effect of
a remarkable event which is reported only through itself without
being explained (the break-up of a couple, the sudden dis-
appearance of a woman . . .). The method of report in Antonioni
always has this function of bringing idle periods and empty spaces
together: drawing all the consequences from a decisive past
experience, once it is done and everything has been said. ‘When
everything has been said, when the main scene seems over, there
is what comes afterwards . . .’"?

As for the distinction between subjective and objective, it also
tends to lose its importance, to the extent that the optical situation
or visual description replaces the motor action. We run in fact
into a principle of indeterminability, of indiscernibility: we no
longer know what is imaginary or real, physical or mental, in the
situation, not because they are confused, but because we do not
have to know and there is no longer even a place from which to
ask. It is as if the real and the imaginary were running after each
other, as if each was being reflected in the other, around a point of
indiscernibility. We will return to this point, but, already, when
Robbe-Grillet provides his great theory of descriptions, he begins
by defining a traditional ‘realist’ description: it is that which
presupposes the independence of its object, and hence proposes a
discernibility of the real and the imaginary (they can become
confused, but none the less by right they remain distinct).
Neo-realist description in the nouveau roman is completely
different: since it replaces its own object, on the one hand it erases
or destroys its reality which passes into the imaginary, but on the
other hand it powerfully brings out all the reality which the
imaginary or the mental create through speech and vision."” The
imaginary and the real became indiscernible. Robbe-Grillet will
become more and more conscious of this in his reflection on the
nouveau roman and the cinema: the most objectivist determinants
do not prevent their realizing a ‘total subjectivity’. This is what was
embryonic from the start of Italian neo-realism, and what makes
Labarthe remark that Last Year in Marienbad is the last of the great
neo-realist films."
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We can already see in Fellini that a particular image is clearly
subjective, mental, a recollection or fantasy — but it is not
organized into a spectacle without becoming objective, without
going behind the scenes, into ‘the reality of the spectacle, of those
who make it, who live from it, who are absorbed in it": the mental
world of a character is so filled up by other proliferating
characters that it becomes inter-mental, and through flattening of
perspectives ends ‘in a neutral, impersonal vision .. . all our
world’ (hence the importance of the telepath in 8/%)." Conver-
sely, in Antonioni, it is as if the most objective images are not
formed without becoming mental, and going into a strange,
invisible subjectivity. It is not merely that the method of report
has to be applied to feelings as they exist in a society, and to draw
from them such consequences as are internally developed in
characters: Eros sick is a story of feelings which go from the
objective to the subjective, and are internalized in everyone. In
this respect, Antonioni is much closer to Nietzsche than to Marx;
he is the only contemporary author to have taken up the
Nietzschean project of a real critique of morality, and this thanks
to a ‘symptomatologist’ method. But, from yet another point of
view, it is noticeable that Antonioni’s objective images, which
impersonally follow a becoming, that is, a development of
consequences in a story [récit], none the less are subject to rapid
breaks, interpolations and ‘infinitesimal injections of a-
temporality’: for example, the lift scene in Story of a Love Affair.
We are returned once more to the first form of the any-space-
whatever: disconnected space. The connection of the parts of
space is not given, because it can come about only from the
subjective point of view of a character who is, nevertheless,
absent, or has even disappeared, not simply out of frame, but
passed into the void. In The Outcry, Irma is not only the obsessive,
subjective thought of the hero who runs away to forget, but the
imaginary gaze under which this flight takes place and connects
its own segments: a gaze which becomes real again at the moment
of death. And above all in The Adventure, the vanished woman
causes an indeterminable gaze to weigh on the couple — which
gives them the continual feeling of being spied on, and which
explains the lack of co-ordination of their objective movements,
when they flee whilst pretending to look for her. Again in
Identification of a Woman, the whole quest or investigation takes
place under the presumed gaze of the departed woman, concern-
ing whom we will not know, in the marvellous images at the end,
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whether or not she has seen the hero curled up in the lift cage.
The imaginary gaze makes the real something imaginary, at the
same time as it in turn becomes real and gives us back some
reality. It is like a circuit which exchanges, corrects, selects and
sends us off again. From The Eclipse onwards, the any-space-
whatever had achieved a second form: empty or deserted space.
What happened is that, from one result to the next, the characters
were objectively emptied: they are suffering less from the absence
of another than from their absence from themselves (for ex-
ample, The Passenger). Hence, this space refers back again to the
lost gaze of the being who is absent from the world as much as
from himself, and, as Ollier says in a phrase which is true for the
whole of Antonioni’s work, replaces ‘traditional drama with a
kind of optical drama lived by the character’.'

In short, pure optical and sound situations can have two poles —
objective and subjective, real and imaginary, physical and mental.
But they give rise to opsigns and sonsigns, which bring the poles
into continual contact, and which, in one direction or the other,
guarantee passages and conversions, tending towards a point of
indiscernibility (and not of confusion). Such a system of exchange
between the imaginary and the real appears fully in Visconti’s
White Nights."

The French new wave cannot be defined unless we try to see
how it has retraced the path of Italian neo-realism for its own
purposes — even if it meant going in other directions as well. In
fact, the new wave, on a first approximation, takes up the
previous route again: from a loosening of the sensory-motor link
(the stroll or wandering, the ballad, the events which concern no
one, etc.), to the rise of optical and sound situations. Here again, a
cinema of seeing replaces action. If Tati belongs to the new wave,
it is because, after two ballad-films, he fully isolates what was
taking shape in these — a burlesque whose impetus comes from
purely optical and, in particular, sound, situations. Godard
begins with some extraordinary ballads, from Breathless to Pierrot
le fou, and tends to draw out of them a whole world of opsigns and
sonsigns which already constitute the new image (in Pierrot le fou,
the passage from the sensory-motor loosening, ‘I dunno what to
do’, to the pure poem sung and danced, ‘the line of your hips’).
And these images, touching or terrible, take on an ever greater
autonomy after Made in USA; which may be summed up as
follows: ‘A witness providing us with a series of reports with
neither conclusion nor logical connection ... without really
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effective reactions.”"® Claude Ollier says that, with Made in USA,
the violently hallucinatory character of Godard’s work is affirmed
for itself, in an art of description which is always being renewed
and always replacing its object." This descriptive objectivism is
just as critical and even didactic, sustaining a series of films, from
Two or Three Things I Know about Her, to Slow Motion, where
reflection is not simply focused on the content of the image but on
its form, its means and functions, its falsifications and creativities,
on the relations within it between the sound dimension and the
optical. Godard has little patience with or sympathy for fantasies:
Slow Motion will show us the decomposition of a sexual fantasy
into its separate, objective elements, visual, and then of sound.
But this objectivism never loses its aesthetic force. Initially serving
a politics of the image, the aesthetic force is powerfully brought
out for its own sake in Passion: the free build-up of pictorial and
musical images as tableaux vivants, whilst at the other end the
sensory-motor linkages are beset by inhibitions (the stuttering of
the female worker and the boss’s cough). Passion, in this sense,
brings to its greatest intensity what was already taking shape in Le
Mépris, when we witnessed the sensory-motor failure of the
couple in the traditional drama, at the same time as the optical
representation of the drama of Ulysses and the gaze of the gods,
with Fritz Lang as the intercessor, was soaring upwards.
Throughout all these films, there is a creative evolution which is
that of a visionary Godard.

For Rivette, Le pont du Nord has exactly the same perfection of
provisional summary as Passion for Godard. It is the ballad of two
strange women strollers to whom a grand vision of the stone lions
of Paris will present pure optical and sound situations, in a kind of
malicious snakes and ladders where they replay the hallucinatory
drama of Don Quixote. But, from the same starting-point,
Rivette and Godard seem to mark out the two contrasting sides.
This is because, with Rivette, the break in the sensory-motor
situations — to the benefit of optical and sound situations — is
connected to a knowing subjectivism, an empathy, which most
frequently works through fantasies, memories, or pseudo-
memories, and finds in them a unique gaiety and lightness (Celine
and Julie Go Boating is certainly one of the greatest French comic
films, along with the work of Tati). Whilst Godard drew inspir-
ation from the strip cartoon at its most cruel and cutting, Rivette
clothes his unchanging theme of an international conspiracy in an
atmosphere of fable and children’s games. Already in Paris
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Belongs to Us, the stroll culminates in a twilight fantasy where the
cityscape has no reality or connections other than those given by
our dream. And Celine and Julie Go Boating, after the stroll-pursuit
of the girl with a double, has us witness the pure spectacle of her
fantasy, a young girl whose life is threatened in a family novel.
The double, or rather the woman double [la double), is herself
present with the aid of magic sweets; then, thanks to the
alchemical potion, she introduces herself into the spectacle which
no longer has viewers, but only behind the scenes, and finally
saves the child from her appointed fate as a little boat takes her off
into the distance: there is no more cheerful a fairy-tale. Twilight
does not even have to get us into the spectacle; the heroines of the
spectacle, the solar woman and the lunar woman, who have
already passed into the real, under the sign of the magic stone
track down, make disappear or kill the surviving characters who
would still be capable of being witnesses.

Rivette could be said to be the most French of the new wave
authors. But ‘French’ here has nothing to do with what has been
called the French quality. It is rather in the sense of the pre-war
French school, when it discovers, following the painter Delaunay,
that there is no struggle between light and darkness (expres-
sionism), but an alternation and duel of the sun and the moon,
which are both light, one constituting a circular, continuous
movement of complementary colours, the other a faster and
uneven movement of jarring, iridescent colours, the two together
making up and projecting an eternal mirage on to the earth.*
This is the case with Twilight. This is the case with Merry-go-round,
where the description made of light and colours constantly begins
again in order to obliterate its objects. Rivette takes this to the
highest level in his art of light. All his heroines are daughters of
fire, all his work is under this sign. In the end, if he is the most
French of film-makers, it is in the sense that Gérard de Nerval
could be called the supreme French poet, could even be called the
‘Good Gerard’, singer of the Ile de France, just like Rivette, singer
of Paris and its rustic streets. When Proust asks himself what there
is behind all these names that were applied to Nerval, he replies
that in fact it is some of the greatest poetry that there has been in
the world, and madness itself or the mirage to which Nerval
succumbed. For, if Nerval needs to see, and to walk in the Valois,
he needs this like some reality which has to ‘verify’ his hallucina-
tory vision, to the point where we no longer have any idea what is
present or past, mental or physical. He needs the lle de France as
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the real that his speech and his vision create, as the objective in his
pure subjectivity: a ‘dream lightning’, a ‘bluish and purple
atmosphere’, solar and lunar.*' The same goes for Rivette and his
need of Paris. Here again, we have to conclude that the difference
between the objective and the subjective has only a provisional,
relative value, from the point of view of the optical-sound image.
The most subjective, the knowing subjectivism of Rivette, is
utterly objective, because it creates the real through the force of
visual description. And conversely what is most objective, God-
ard’s critical objectivism, was already completely subjective,
because in place of the real object it put visual description, and
made it go ‘inside’ the person or object (Two or Three Things I Know
about Her).”” On both sides, description tends towards a point of
indiscernibility of the real and the imaginary.

A final question: why does the collapse of traditional sensory-
motor situations, in the form these had in the old realism or in the
action-image, allow only pure optical and sound situations,
opsigns and sonsigns, to emerge? It will be noted that Robbe-
Grillet, at least at the beginning of his reflections, was even
harsher: he renounced not merely the tactile, but even sounds
and colours as inept for the report, too tied to emotions and
reactions, and he kept only visual descriptions which operated
through lines, surfaces and sizes.”* The cinema was one of the
causes of his evolution, because it made him discover the
descriptive power of colour and sounds, as these replace,
obliterate and re-create the object itself. But, even more, it is the
tactile which can constitute a pure sensory image, on condition
that the hand relinquishes its prehensile and motor functions to
content itself with a pure touching. In Herzog, we witness an
extraordinary effort to present to the view specifically tactile
images which characterize the situation of ‘defenceless’ beings,
and unite with the grand visions of those suffering from
hallucinations.?* But it is Bresson, in a quite different way, who
makes touch an object of view in itself. Bresson’s visual space is
fragmented and disconnected, but its parts have, step by step, a
manual continuity. The hand, then, takes on a role in the image
which goes infinitely beyond the sensory-motor demands of the
action, which takes the place of the face itself for the purpose of
affects, and which, in the area of perception, becomes the mode
of construction of a space which is adequate to the decisions of the
spirit. Thus, in Pickpocket, it is the hands of the three accomplices
which connect the parts of space in the Gare de Lyon, not exactly
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[hroglgh their seizing an object, but through brushing it, arresting
itin its movement, giving it another direction, passing it on and
making it circulate in this space. The hand doubles its prehensile
function (of ol?jecl) by a connective function (of space); but, from
that moment, it is the whole eye which doubles its optical function
by a SPCCIﬁ(_:ally ‘grabbing’ [haptique] one, if we follow Riegl’s
formula for |_ndicaling a touching which is specific to the gaze. In
Bresson, opsigns and sonsigns cannot be separated from genuine
tactisigns which perhaps regulate their relations (this is the
originality of Bresson’s any-space-whatevers).

2

Althqugh he was subject, from the outset, to the influence of
certain American authors, Ozu built up in a Japanese context a
body of work which was the first to develop pure optical and
:‘;(‘)un(! situations (even so he came quite late to the talkie, in 1936).
I'he Europeans did not imitate him, but came back to him later
via their own methods. He none the less remains the inventor of
opsigns a_nc! sonsigns. The work borrows a trip/ballad [bal(l)ade]
form, train journey, taxi ride, bus trip, a journey by bicycle or on
‘f(vmt: the grandparents’ return journey from the provinces to
I'okyo, the girl’s last holiday with her mother, an old man’s jaunt
.. . But the object is everyday banality taken as family life in the

Japanese house. Camera movements take place less and less
frequently: tracking shots are slow, low ‘blocs of movement’; the
always low camera is usually fixed, frontal or at an unchan’ging
angle: dissolves are abandoned in favour of the simple cut.® What
might appear to be a return to ‘primitive cinema’ is just as much
the elaboration of an astonishingly temperate modern style: the
montage-cut, which will dominate modern cinema, is a purely

Optical passage or punctuation between images, working directly

sacrificing all synthetic effects. The sound is also affected, since

the montage-cut may culminate in the ‘one shot, one line’
procedure borrowed from American cinema. But there, for

'nstance, in Lubitsch, it was a matter of an action-image func-

lioning as an index, whereas Ozu modifies the meaning of the

procedure, which now shows the absence of plot: the action-

'mage disappears in favour of the purely visual image of what a

Character is, and the sound image of what he says, completely
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banal nature and conservation constituting the essentials of the
script (this is why the only things that count are the choice of
actors according to their physical and moral appearance, and the
establishment of any dialogue whatever, apparently without a
precise subject-matter.”

It is clear that this method immediately presents idle periods,
and leads to their increase in the course of the film. Of course, as
the film proceeds, it might be thought that the idle periods are no
longer important simply for themselves but recoup the effect of
something important: the shot or the line would, on this view, be
extended by a quite long silence or emptiness. But it is definitely
not the case, with Ozu, that we get the remarkable and the
ordinary, limit-situations and banal ones, the former having an
effect on, or purposely insinuating themselves into, the latter. We
cannot follow Paul Schrader when he contrasts, like two phases,
‘the everyday’ on one hand, and, on the other, ‘the moment of
decision’, ‘the disparity’, which introduce an inexplicable break or
emotion into daily banality.?” This distinction would seem strictly
more valid for neo-realism. In Ozu, everything is ordinary or
banal, even death and the dead who are the object of a natural
forgetting. The famous scenes of sudden tears (that of the father
in An Autumn Afternoon who starts to weep silently after his
daughter’s wedding, that of the daughter in Late Spring who half
smiles as she looks at her sleeping father, then finds herself on the
verge of tears, that of the daughter in Dernzer caprice who makes a
sharp comment about her dead father, then bursts into tears) do
not mark out a strong period which might be contrasted with the
weak periods in the flow of life, and there is no reason to suggest
the emergence of a repressed emotion as ‘decisive action’.

The philosopher Leibniz (who was not unaware of the exist-
ence of the Chinese philosophers) showed that the world is made
up of series which are composed and which converge in a very
regular way, according to ordinary laws. However, the series and
sequences are apparent to us only in small sections, and in a
disrupted or mixed-up order, so that we believe in breaks,
disparities and discrepancies as in things that are out of the
ordinary. Maurice Leblanc wrote a very good serial which comes
close to a Zen kind of wisdom: the hero, Balthazar, ‘professor of
everyday philosophy’, teaches that there is nothing remarkable or
exceptional in life, that the oddest adventures are easily
explained, and that everything is made up of ordinary things.” It
is just that we have to admit that, because the linkages of the terms
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in the series are naturally weak, they are constantly upset and do
not appear in order. An ordinary term goes out of sequence, and
emerges in the middle of another sequence of ordinary things in
relation to which it takes on the appearance of a strong moment, a
remarkable or complex point. It is men who upset the regularity
of series, the continuity of the universe. There is a time for life, a
time for death, a time for the mother, a time for the daughter, but
men mix them up, make them appear in disorder, set them up in
conflicts. This is Ozu’s thinking: life is simple, and man never
stops complicating it by ‘disturbing still water’ (as in the three
companions in Late Autumn). And if, after the war, Ozu’s work
does not at all fall into the decline that has sometimes been
suggested, it is because the post-war period helps confirm this
thinking, but by renewing it, by reinforcing and going beyond the
theme of conflicting generations: American ordinariness helps
break down what is ordinary about Japan, a clash of two everyday
realities which is even expressed in colour, when Coca-Cola red or
plastic yellow violently interrupt the series of washed-out, unem-
phatic tones of Japanese life.* And, as the character says in The
Flavour of Green Tea over Rice: what if the opposite had occurred, if
saki, samisen and geisha wigs had suddenly been introduced into
the everyday banality of Americans . . .? On this point it seems to
us that nature does not, as Schrader believes, intervene in a
decisive moment or in a clear break with everyday man. The
splendour of nature, of a snow-covered mountain, tells us one
thing only: everything is ordinary and regular, everything is
everyday! Nature is happy to renew what man has broken, she
restores what man sees shattered. And, when a character emerges
for a moment from a family conflict or a wake to contemplate the
snow-covered mountain, it is as if he were seeking to restore to
order the series upset in his house but reinstated by an unchang-
ing, regular nature, as in an equation that provides us with the
reason for apparent breaks, ‘for the turns and returns, the highs
and the lows’, as Leibniz puts it.

Daily life allows only weak sensory-motor connections to
survive, and replaces the action-image by pure optical and sound
images, opsigns and sonsigns. In Ozu, there is no universal line
which connects moments of decision, and links the dead to the
living, as in Mizoguchi; nor is there any breathing space or
encompasser to contain a profound question, as in Kurosawa.
Ozu’s spaces are raised to the state of any-space-whatevers,
whether by disconnection, or vacuity (here again Ozu may be
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considered one of the first inventors). The false continuity of
gaze, of direction and even of the position of objects are constant
and systematic. One case of camera movement gives a good
example of disconnection: in Early Summer, the heroine goes
forward on tiptoe to surprise someone in a restaurant, the camera
drawing back in order to keep her in the centre of the frame; then
the camera goes foward to a corridor, but this corridor is no
longer in the restaurant, it is in the house of the heroine who has
already returned home. As for the empty spaces, without
characters or movement, they are interiors emptied of their
occupants, deserted exteriors or landscapes in nature. In Ozu
they take on an autonomy which they do not immediately possess
even in neo-realism, which accords them an apparent value which
is relative (in relation to a story) or consequential (once the action
is done with). They reach the absolute, as instances of pure
contemplation, and immediately bring about the identity of the
mental and the physical, the real and the imaginary, the subject
and the object, the world and the I. They correspond in part to
what Schrader calls ‘cases of stasis’, Noél Burch ‘pillow-shots’,
Richie ‘still lifes’. The question is to know whether there is not all
the same a distinction to be made at the centre of this category
itself.*

Between an empty space or landscape and a still life properly so
called there are certainly many similarities, shared functions and
imperceptible transitions. But it is not the same thing; a still life
cannot be confused with a landscape. An empty space owes its
importance above all to the absence of a possible content, whilst
the still life is defined by the presence and composition of objects
which are wrapped up in themselves or become their own
container: as in the long shot of the vase almost at the end of Late
Spring. Such objects are not necessarily surrounded by a void, but
may allow characters to live and speak in a certain soft focus, like
the still life with vase and fruit in The Woman of Tokyo, or the one
with fruit and golf-clubs in What Did the Lady Forget? It is like
Cézanne, the landscapes — empty or with gaps — do not have the
same principles of composition as the full still lifes. There comes a
point when one hesitates between the two, so completely can their
functions overlap each other and so subtle are the transitions that
can be made: for instance, in Ozu, the marvellous composition
with the bottle and the lighthouse, at the beginning of A Story of
Floating Weeds. The distinction is none the less that of the empty
and the full, which brings into play all the nuances or relations in

Beyond the movement-image 17

Chinese and Japanese thought, as two aspects of contemplation.
If empty spaces, interiors or exteriors, constitute purely optical
(and sound) situations, still lifes are the reverse, the correlate.

The vase in Late Spring is interposed between the daughter’s
half smile and the beginning of her tears. There is becoming,
change, passage. But the form of what changes does not itself
change, does not pass on. This is time, time itself, ‘a little time in its
pure state’: a direct time-image, which gives what changes the
unchanging form in which the change is produced. The night
that changes into day, or the reverse, recalls a still life on which
light falls, either fading or getting stronger (That Night's Wife,
Passing Fancy). The still life is time, for everything that changes is
in time, but time does not itself change, it could itself change only
in another time, indefinitely. At the point where the cinematogra-
phic image most directly confronts the photo, it also becomes
most radically distinct from it. Ozu’s still lifes endure, have a
duration, over ten seconds of the vase: this duration of the vase is
precisely the representation of that which endures, through the
succession of changing states. A bicycle may also endure; that is,
represent the unchanging form of that which moves, so long as it
is at rest, motionless, stood against the wall (A Story of Floating
Weeds). The bicycle, the vase and the still lifes are the pure and
direct images of time. Each is time, on each occasion, under
various conditions of that which changes in time. Time is the full,
that is, the unalterable form filled by change. Time is ‘the visual
reserve of events in their appropriateness’.’’ Antonioni spoke of
‘the horizon of events’, but noted that in the West the word has a
double meaning, man’s banal horizon and an inaccessible and -
always receding cosmological horizon. Hence the division of
western cinema into European humanism and American science
fiction.* He suggested that it is not the same for the Japanese,
who are hardly interested in science fiction: one and the same
horizon links the cosmic to the everyday, the durable to the
changing, one single and identical time as the unchanging form
of that which changes. It is in this way that nature or stasis was
defined, according to Schrader, as the form that links the
everyday in ‘something unified and permanent’. There is no need
at all to call on a transcendence. In everyday banality, the
action-image and even the movement-image tend to disappear in
favour of pure optical situations, but these reveal connections of a
new type, which are no longer sensory-motor and which bring the
emancipated senses into direct relation with time and thought.
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This is the very special extension of the opsign: to make time and
thought perceptible, to make them visible and of sound.

3

A purely optical and sound situation does not extend into action,
any more than it is induced by an action. It makes us grasp, it is
supposed to make us grasp, something intolerable and unbear-
able. Not a brutality as nervous aggression, an exaggerated vio-
lence that can always be extracted from the sensory-motor
relations in the action-image. Nor is it a matter of scenes of terror,
although there are sometimes corpses and blood. It is a matter of
something too powerful, or too unjust, but sometimes also too
beautiful, and which henceforth outstrips our sensory-motor
capacities. Stromboli: a beauty which is too great for us, like too
strong a pain. It can be a limit-situation, the eruption of the
volcano, but also the most banal, a plain factory, a wasteland. In
Godard’s Les carabiniers the girl militant recites a few revolution-
ary slogans, so many clichés; but she is so beautiful, of a beauty
which is unbearable for her torturers who have to cover up her
face with a handkerchief. And this handkerchief, lifted again by
breath and whisper (‘Brothers, brothers, brothers . . ."), itself he-
comes unbearable for us the viewers. In any event something has
become too strong in the image. Romanticism had already set out
this aim for itself: grasping the intolerable or the unbearable, the
empire of poverty, and thereby becoming visionary, to produce a
means of knowledge and action out of pure vision.*
Nevertheless, are there not equal amounts of fantasy and
dreaming in what we claim to see as there are of objective appre-
hending? Moreover, do we not have a subjective sympathy for the
unbearable, an empathy which permeates what we see? But this
means that the unbearable itself is inseparable from a revelation
or an illumination, as from a third eye. Fellini has strong sympa-
thies with decadence, only in so far as he prolongs it, extends its
range, ‘to the intolerable’, and reveals beneath the movements,
faces and gestures a subterranean or extra-terrestrial world, ‘the
tracking shot becoming a means of peeling away, proof of the
unreality of movement’, and the cinema becoming, no longer an
undertaking of recognition [reconnaisance], but of knowledge
[connaisance], ‘a science of visual impressions, forcing us to forget
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our own logic and retinal habits’** Ozu himself is not the

uardian of traditional or reactionary values, he is the greatest
critic of daily life. He picks out the intolerable from the
insignificant itself, provided that he can extend the force of a
contemplation that is full of sympathy or pity across daily life.
The important thing is always that the character or the viewer,
and the two together, become visionaries. The purely optical and
sound situation gives rise to a seeing function, at once fantasy and
report, criticism and compassion, whilst sensory-motor situ-
ations, no matter how violent, are directed to a pragmatic visual
function which ‘tolerates’ or ‘puts up with’ practically anything,
from the moment it becomes involved in a system of actions and
reactions.

In Japan and Europe, Marxist critics have attacked these films
and their characters for being too passive and negative, in turn
bourgeois, neurotic or marginal, and for having replaced
modifying action with a ‘confused’ vision.” And it is true that, in
cinema, characters of the trip/ballad are unconcerned, even by
what happens to them: whether in the style of Rossellini, the
foreign woman who discovers the island, the bourgeoise woman
who discovers the factory; or in the style of Godard, the
Pierrot-le-fou generation. But it is precisely the weakness of the
motor-linkages, the weak connections, that are capable of releas-
ing huge forces of disintegration. These are the characters with a
strange vibrance in Rossellini, strangely well-informed in Godard
and Rivette. In the west as in Japan, they are in the grip of a
mutation, they are themselves mutants. On the subject of Two or
Three Things ..., Godard says that to describe is to observe
mutations.*® Mutation of Europe after the war, mutation of an
Americanized Japan, mutation of France in ’68: it is not the
cinema that turns away from politics, it becomes completely
political, but in another way. One of the two women strollers in
Rivette’s Pont du Nord has all the characteristics of an unforesee-
able mutant: she has at first the capacity of detecting the Maxes,
the members of the organization for enslaving the world, before
going through a metamorphosis inside a cocoon, then being
drafted into their ranks. Similarly with the ambiguity of the Petit
soldat. A new type of character for a new cinema. It is because
what happens to them does not belong to them and only half
concerns them, because they know how to extract from the event
the part that cannot be reduced to what happens: that part of
inexhaustible possibility that constitutes the unbearable, the
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intolerable, the visionary’s part. A new type of actor was needed:
not simply the non-professional actors that neo-realism had
revived at the beginning, but what might be called professional
non-actors, or, better, ‘actor-mediums’, capable of seeing and
showing rather than acting, and either remaining dumb or
undertaking some never-ending conversation, rather than of
replying or following a dialogue (such as, in France, Bulle Ogier
or Jean-Pierre Léaud).”

Neither everyday nor limit-situations are marked by anything
rare or extraordinary. It is just a volcanic island of poor
fishermen. It is just a factory, a school . . . We mix with all that,
even death, even accidents, in our normal life or on holidays. We
see, and we more or less experience, a powerful organization of
poverty and oppression. And we are precisely not without
sensory-motor schemata for recognizing such things, for putting
up with and approving of them and for behaving ourselves
subsequently, taking into account our situation, our capabilities
and our tastes. We have schemata for turning away when it is too
unpleasant, for prompting resignation when it is terrible and for
assimilating when it is too beautiful. It should be pointed out here
that even metaphors are sensory-motor evasions, and furnish us
with something to say when we no longer know what do to: they
are specific schemata of an affective nature. Now this is what a
cliché is. A cliché is a sensory-motor image of the thing. As
Bergson says, we do not perceive the thing or the image in its
entirety, we always perceive less of it, we perceive only what we
are interested in perceiving, or rather what it is in our interest to
perceive, by virtue of our economic interests, ideological beliefs
and psychological demands. We therefore normally perceive
only clichés. But, if our sensory-motor schemata jam or break,
then a different type of image can appear: a pure optical-sound
image, the whole image without metaphor, brings out the thing in
itself, literally, in its excess of horror or beauty, in its radical or
unjustifiable character, because it no longer has to be ‘justified’,
for better or for worse . . . The factory creature gets up, and we
can no longer say ‘Well, people have to work . . ." I thought I was
seeing convicts: the factory is a prison, school is a prison, literally,
not metaphorically. You do not have the image of a prison
following one of a school: that would simply be pointing out a
resemblance, a confused relation between two clear images. On
the contrary, it is necessary to discover the separate elements and
relations that elude us at the heart of an unclear image: to show
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how and in what sense school is a prison, housing estates are
examples of prostitution, bankers killers, photographs tricks —
literally, without metaphor.® This is the method of Godard’s
Comment ¢a va: not being content to enquire if ‘things are OK’ or if
‘things are not OK’ between two photos, but ‘how are things’
[comment ¢a va] for each one and for the two together. This was the
problem with which Volume 1 ended: tearing a real iamge from
clichés,

On the one hand, the image constantly sinks to the state of
cliché: because it is introduced into sensory-motor linkages,
because it itself organizes or induces these linkages, because we
never perceive everything that is in the image, because it is made
for that purpose (so that we do not perceive everything, so that
the cliché hides the image from us . . .). Civilization of the image?
In fact, itis a civilization of the cliché where all the powers have an
interest in hiding images from us, not necessarily in hiding the
same thing from us, but in hiding something in the image. On the
other hand, at the same time, the image constantly attempts to
break through the cliché, to get out of the cliché. There is no
knowing how far a real image may lead: the importance of
becoming visionary or seer. A change of conscience or of heart is
not enough (although there is some of this, as in the heroine’s
heart in Europe 51, but, if there were nothing more, everything
would quickly return to the state of cliché, other clichés would
simply have been added on). Sometimes it is necessary to restore
the lost parts, to rediscover everything that cannot be seen in the
image, everything that has been removed to make it ‘interesting’.
But sometimes, on the contrary, it is necessary to make holes, to
introduce voids and white spaces, to rarify the image, by
suppressing many things that have been added to make us believe
that we were seeing everything. It is necessary to make a division
or make emptiness in order to find the whole again.

What is difficult is to know in what respect an optical and sound
image is not itself a cliché, at best a photo. We are not thinking
simply of the way in which these images provide more cliché as
soon as they are repeated by authors who use them as formulas.
But is it not the case that the creators themselves sometimes have
the idea that the new image has to stand up against the cliché on
its own ground, make a higher bid than the postcard, add toitand
parody it, as a better way of getting over the problem (Robbe-
Grillet, Daniel Schmid)? The creators invent obsessive framings,
empty or disconnected spaces, even still lifes: in a certain sense
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they stop movement and rediscover the power of the fixed shot,
but is this not to resuscitate the cliché that they aim to challenge?
Enough, for victory, to parody the cliché, not to make holes in it
and empty it. It is not enough to disturb the sensory-motor
connections. It is necessary to combine the optical-sound image
with the enormous forces that are not those of a simply
intellectual consciousness, nor of the social one, but of a pro-
found, vital intution.*

Pure optical and sound images, the fixed shot and the
montage-cut, do define and imply a beyond of movement. But
they do not strictly stop it, neither in the characters nor even in
the camera. They mean that movement should not be perceived
in a sensory-motor image, but grasped and thought in another
type of image. The movement-image has not disappeared, but
now exists only as the first dimension of an image that never stops
growing in dimensions. We are not talking about dimensions of
space, since the image may be flat, without depth, and through
this very fact assumes all the more dimensions or powers which go
beyond space. Three of these growing powers can be briefly
summarized. First, while the movement-image and its sensory-
motor signs were in a relationship only with an indirect image of
time (dependent on montage), the pure optical and sound image,
its opsigns and sonsigns, are directly connected to a time-image
which has subordinated movement. It is this reversal which
means that time is no longer the measure of movement but
movement is the perspective of time: it constitutes a whole cinema
of time, with a new conception and new forms of montage
(Welles, Resnais). In the second place, at the same time as the eye
takes up a clairvoyant function, the sound as well as visual
elements of the image enter into internal relations which means
that the whole image has to be ‘read’, no less than seen, readable
as well as visible. For the eye of the seer as of the soothsayer, it is
the ‘literalness’ of the perceptible world which constitutes it like a
book. Here again all reference of the image of description to an
object assumed to be independent does not disappear, but is now
subordinated to the internal elements and relations which tend to
replace the object and to delete it where it does appear,
continually displacing it. Godard’s formula, ‘it isn’t blood, it’s
some red’, stops being only pictural and takes on a sense specific
to the cinema. The cinema is going to become an analytic of the
image, implying a new conception of cutting, a whole ‘pedagogy’
which will operate in different ways; for instance, in Ozu’s work,
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in Rossellini’s late period, in Godard’s middle period, or in the
Straubs. Finally, the fixity of the camera does not represent the
only alternative to movement. Even when it is mobile, the camera
is no longer content sometimes to follow the characters’ move-
ment, sometimes itself to undertake movements of which they are
merely the object, but in every case it subordinates description of
a space to the functions of thought. This is not the simple
distinction between the subjective and the objective, the real and
the imaginary, itis on the contrary their indiscernibility which will
endow the camera with a rich array of functions, and entail a new
conception of the frame and reframings. Hitchcock’s premo-
nition will come true: a camera-consciousness which would no
longer be defined by the movements it is able to follow or make,
but by the mental connections it is able to enter into. And it
becomes questioning, responding, objecting, provoking,
theorematizing, hypothesizing, experimenting, in accordance
with the open list of logical conjunctions (‘or’, ‘therefore’, ‘if’,
‘because’, ‘actually’, ‘although ...’), or in accordance with the
functions of thought in a cinéma-vérité, which, as Rouch says,
means rather truth of cinema [vérité du cinéma).

This is the triple reversal which defines a beyond of movement.
The image had to free itself from sensory-motor links; it had to
stop being action-image in order to become a pure optical, sound
(and tactile) image. But the latter was not enough: it had to enter
into relations with yet other forces, so that it could itself escape
from a world of clichés. It had to open up to powerful and direct
revelations, those of the time-image, of the readable image and
the thinking image. It is in this way that opsigns and sonsigns
refer back to ‘chronosigns’, ‘lectosigns’ and ‘noosigns’.*’

Antonioni, considering the evolution of neo-realism in relation
to Oulcry, said that he was tending to do without a bicycle — De
Sica’s bicycle, naturally. Bicycle-less neo-realism replaces the last
quest involving movement (the trip) with a specific weight of time
operating inside characters and excavating them from within (the
chronicle).” Antonioni’s art is like the intertwining of conse-
quences, of temporal sequences and effects which flow from
events out-of-field. Already in Story of a Love Affair the investiga-
tion has the result, of itself, of provoking the outcome of a first
love affair, and the effect of making two oaths of murder ring out
in the future and in the past. It is a whole world of chronosigns,
which would be enough to cast doubt on the false evidence
according to which the cinematographic image is necessarily in
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the present. If we are sick with Eros, Antonioni said, it is because
Eros is himself sick; and he is sick not just because he is old and
worn out in his content, but because he is caught in the pure form
of a time which is torn between an already determined past and a
dead-end future. For Antonioni, there is no other sickness than
the chronic. Chronos is sickness itself. This is why chronosigns are
inseparable from lectosigns, which force us to read so many
symptoms in the image, that is, to treat the optical and sound
image like something that is also readable. Not only the optical
and the sound, but the present and the past, and the here and the
elsewhere, constitute internal elements and relations which must
be deciphered, and can be understood only in a progression
analogous to that of a reading: from Story of a Love Affair,
indeterminate spaces are given a scale only later on, in which
Burch calls a ‘continuity grasped through discrepancy’ [raccord @
appréhension décalée], closer to a reading than to a perception.*
And later, Antonioni the colourist would be able to treat
variations of colours as symptoms, and monochrome as the
chronic sign which wins a world, thanks to a whole play of
deliberate modifications. But Story of a Love Affair already exhibits
a ‘camera autonomy’ when it stops following the movement of the
characters or directing its own movement at them, to carry out
constant reframings as functions of thought, noosigns expressing
the logical conjunctions of sequel, consequence, or even inten-
tion.

2 Recapitulation of images and
signs

1

It is necessary to carry out a recapitulation of the images and signs
in the cinema at this point. This is not merely a pause between the
movement-image and another kind of image, but an opportunity
to deal with the most pressing problem, that of the relations
between cinema and language. In fact, the possibility of a
semiology of the cinema seems to be dependent on these
relations. Christian Metz has taken a number of precautions on
this point. Instead of asking ‘In what way is the cinema a language
(the famous universal language of humanity)?’, he poses the
question ‘Under what conditions should cinema be considered as
a language?’ And his reply is a double one, since it points first toa
fact, and then to an approximation. The historical fact is that
cinema was constituted as such by becoming narrative, by
presenting a story, and by rejecting its other possible directions.
The approximation which follows is that, from that point, the
sequences of images and even each image, a single shot, are
assimilated to propositions or rather oral utterances: the shot will
be considered as the smallest narrative utterance. Metz himself
underlines the hypothetical character of this assimilation. But it
could be said that he takes more precautions only to allow himself
a decisive recklessness. He posed a very rigorous question of right
(quid juris?), and he replies with a fact and an evaluation.
Substituting an utterance for the image, he can and must apply to
it certain determinations which do not belong exclusively to the
language system [langue], but condition the utterances of a
language [langage], even if this language is not verbal and
operates independently of a language system. The principle
according to which linguistics is only a part of semiology is thus
realized in the definition of languages without a language system
(semes), which includes the cinema as well as the languages of
gestures, clothing or music. There is therefore no reason to look
for features in cinema that only belong to a language system, like
double articulation. On the other hand, language features which
necessarily apply to utterances will be found in the cinema, as
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rules of use, in the language system and outside of it: the syntagm
(conjunction of present relative units) and the paradigm (disjunc-
tion of present units with comparable absent units). The semi-
ology of cinema will be the discipline that applies linguistic
models, especially syntagmatic ones, to images as constituting one
of their principal ‘codes’. We are moving in a strange circle here,
because syntagmatics assumes that the image can in fact be
assimilated to an utterance, but it is also what makes the image by
right assimilable to the utterance. It is a typically Kantian vicious
circle: syntagmatics applies because the image is an utterance, but
the image is an utterance because it is subject to syntagmatics. The
double of utterances and ‘grand syntagmatics’ has been substi-
tuted for that of images and signs, to the point where the very
notion of sign tends to disappear from this semiology. It
obviously disappears, clearly, to the benefit of the signifier. The
film appears as a text, with a distinction comparable to that made
by Julia Kristeva, between a ‘phenotext’ of utterances which
actually appear and a ‘genotext’ of structuring, constitutive or
productive syntagms and paradigms.'

The first difficulty concerns narration: this is not an evident
[apparent] given in cinematographic images in general, even ones
which are historically established. There can certainly be no
quarrel with the passages in which Metz analyses the historical
fact of the American model which was constituted as cinema of
narration.” And he recognizes that this narration itself indirectly
presupposes montage: the fact is that there are many linguistic
codes that interfere with the narrative code or the syntagmatics
(not only montages, but punctuations, audio-visual connections,
camera movements . . .). Similarly, Christian Metz has no insur-
mountable difficulty in accounting for the deliberate disturb-
ances of narration in modern cinema: it is enough to point to
changes of structure in the syntagmatics.” The difficulty is
therefore elsewhere: it is that, for Metz, narration refers to one or
several codes as underlying linguistic determinants from which it
flows into the image in the shape of an evident given. On the
contrary, it seems to us that narration is only a consequence of the
- visible [apparent] images themselves and their direct combinations
— it is never a given. So-called classical narration derives directly
from the organic composition of movement-images [montage], or
from their specification as perception-images, affection-images
and action-images, according to the laws of a sensory-motor
schema. We shall see that the modern forms of narration derive
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from the compositions and types of the time-image: even
‘readability’. Narration is never an evident [apparent] given of
images, or the effect of a structure which underlies them; it is a
consequence of the visible [apparent] images themselves, of the
p:-rcepuble images in themselves, as they are initially defined for
themselves.

The root of the difficulty is the assimilation of the cinematogra-
phic image to an utterance. From that point on, this narrative
utterance necessarily operates through resemblance or analogy,
and, in as much as it proceeds through signs, these are ‘analogical
signs’. Semiology thus needs to have a double transformation: on
the one hand the reduction of the image to an analogical sign
belonging to an utterance; on the other hand, the codification of
these signs in order to discover the (non-analogical) linguistic
structure underlying these utterances. Everything will take place
between the utterance by analogy, and the ‘digital’ or digitalized
structure of the utterance.!

But at the very point that the image is replaced by an utterance,
the image is given a false appearance, and its most authentically
visible characteristic, movement, is taken away from it.* For the
movement-image is not analogical in the sense of resemblance: it
does not resemble an object that it would represent. This is what
Bergson showed from the first chapter of Matter and Memory: if
movement is taken from the moving body, there is no longer any
distinction between image and object, because the distinction is
valid only through immobilization of the object. The movement-
image is the object; the thing itself caught in movement as
continuous function. The movement-image is the modulation of
the object itself. We encounter ‘analogical’ again here, but in a
sense which now has nothing to do with resemblance, and which
indicates modulation, as in so-called analogical machines. It may
be objected that modulation in turn refers on the one hand to
resemblance, even if only to evaluate degrees in a continuum, and
on the other hand to a code which is able to ‘digitalize’ analogy.
But, here again, this is true only if movement is immobilized. The
similar and the digital, resemblance and code, at least have in
common the fact that they are moulds, one by perceptible form,
the other by intelligible structure: that is why they can so easily
have links with each other.® But modulation is completely
different; it is a putting into variation of the mould, a trans-
formation of the mould at each moment of the operation. If it
refers 1o one or several codes, it is by grafts, code-grafts that
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multiply its power (as in the electronic image). By themselves,
resemblances and codifications are poor methods; not a great
deal can be done with codes, even when they are multiplied, as
semiology endeavours to do. It is modulation that nourishes the
two moulds and makes them into subordinate means, even if this
involves drawing a new power from them. For modulation is the
operation of the Real, in so far as it constitutes and never stops
reconstituting the identity of image and object.”

In this respect, Pasolini’s highly complex thesis is in danger of
being misunderstood. Umberto Eco reproached him for his
‘semiological naiveté’. This incensed Pasolini. It is the fate of the
trick to appear too naive to those who are naive but over-clever.
Pasolini seems to want to go still further than the semiologists: he
wants cinema to be a language system, to be provided with a
double articulation (the shot, equivalent to the moneme, but also
the objects appearing in the frame, ‘cinemes’ equivalent to
phonemes). It is as if he wants to return to the theme of a
universal language system. Except that he adds: it is the language
system . .. of reality. ‘Descriptive science of reality’, this is the
misunderstood nature of semiotics, beyond ‘existing languages’,
verbal or otherwise. Does he not mean that the movement-image
(the shot) consists of a first articulation in relation to a change or
becoming which the movement expresses, but also a second
articulation in relation to the objects between which it is estab-
lished, which have become at the same time integral parts of the
image (cinemes)? It would, therefore, be pointless to object to
Pasolini that the object is only a referent, and the image a portion
of the signified: the objects of reality have become units of the
image, at the same time as the movement-image has become a
reality which ‘speaks’ through its objects. The cinema, in this
sense, has constantly achieved a language of objects, in very
varied ways; in Kazan the object is behavioural function; in
Resnais it is mental function; in Ozu formal function or still life:
in Dovzhenko first, then in Paradjanov, material function,
ponderous matter roused by the spirit (Sayat Nova is definitely the
masterpiece of a material language of object).

In fact, this language system of reality i§ not at all a language. It
is the system of the movement-image, which, as we saw in Volume
1, was defined on vertical and horizontal axes which have nothing
to do with paradigm and syntagm, but constitute two ‘processes’.
On the one hand, the movement-image expresses a whole which
changes, and becomes established between objects: this is a
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process of differentiation. The movement-image (the shot) thus
has two sides, depending on the whole that it expresses and
depending on the objects between which it passes. The whole
constantly divides depending on the objects, and constantly
combines the objects into a whole [tout]: ‘everything' [tout]
changes from one to the other. On the other hand, the move-
ment-image includes intervals: if it is referred to an interval,
distinct kinds of image appear, with signs through which they are
made up, each in itself and all of them together (thus the
perception-image is at one end of the interval, the action-image at
the other end and the affection-image in the interval itself). This
is a process of specification. These components of the movement-
image, from the dual point of view of specification and differen-
tiation, constitute a signaletic material which includes all kinds of
modulation features, sensory (visual and sound), kinetic, inten-
sive, affective, rhythmic, tonal, and even verbal (oral and written).
Eisenstein compared them first to ideograms, then, more pro-
foundly, to the internal monologue as proto-language or primi-
tive language system. But, even with its verbal elements, this is
neither a language system nor a language. It is a plastic mass, an
a-signifying and a-syntaxic material, a material not formed
linguistically even though it is not amorphous and is formed
semiotically, aesthetically and pragmatically.” It is a condition,
anterior by right to what it conditions. It is not an enunciation,
and these are not utterances. It is an utterable. We mean that, when
language gets hold of this material (and it necessarily does so),
then it gives rise to utterances which come to dominate or even
replace the images and signs, and which refer in turn to pertinent
features of the language system, syntagms and paradigms,
completely different from those we started with. We therefore
have to define, not semiology,but ‘semiotics’, as the system of
images and signs independent of language in general. When we
recall that linguistics is only a part of semiotics, we no longer
mean, as for semiology, that there are languages without a
language system, but that the language system only exists in its
reaction to a non-language-material that it transforms. This is why
utterances and narrations are not a given of visible images, but a
tonsequence which flows from this reaction. Narration is
grounded in the image itself, but it is not given. As for the
Guestion of knowing if there are specific and intrinsic cinemato-
graphic utterances — written in silent cinema, oral in talking
Cinema — it is a completely different question, which has to do with
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the specificity of these utterances, and with the conditions on

which they belong to the system of images and signs, in short, on
the reverse reaction.

2

Peirce’s strength, when he invented semiotics, was to conceive of

signs on the basis of images and their combinations, not as a
function of determinants which were already lingusitic. This led
him to the most extraordinary classification of images and signs,
of which we offer only a brief summary. Peirce begins with the
image, from the phenomenon or from what appears. The image
seems to him to be of three kinds, no more: firstness (something
that only refers to itself, quality or power, pure possibility; for
instance, the red that we find identical to itself in the proposition
‘You have not put on your red dress’ or ‘You are in red’);
secondness (something that refers to itself only through some-
thing else, existence, action-reaction, effort-resistance); thirdness
(something that refers to itself only by comparing one thing to

another, relation, the law, the necessary). It will be noted that the

three kinds of images are not simply ordinal — first, second, third
— but cardinal: there are two in the second, to the point where
there is a firstness in the secondness, and there are three in the
third. If the third marksthe culmination, it is because it cannot be

made up with dyads, but also because combinations of triads on

their own or with the other modes can produce any multiplicity.
This said, the sign in Peirce apparently combines the three kinds
of image, but not in any kind of way: the sign is an image which
stands for another image (its object), through the relation of a
third image which constitutes ‘its interpretant’, this in turn being
asign, and so on to infinity. Hence Peirce, by combining the three
modes of the image and the three aspects of the sign, produces
nine sign elements, and ten corresponding signs (because all the
combinations of elements are not logically possible)."” If we ask
what the function of the sign is in relation to the image, it seems to
be a cognitive one: not that the sign makes it object known; on the
contrary, it presupposes knowledge of the object in another sign,
but adds new elements of knowledge to it as a function of the
interpretant. It is like two processes to infinity. Or rather, what
amounts to the same thing, the sign’s function must be said to
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qua images, but they still lack that efficiency which makes them act
‘when necessary’, and that only knowledge gives them.'' But, on
this basis, Peirce can sometimes find himself as much a linguist as
the semiologists. For, if the sign elements still imply no privilege
for language, this is no longer the case with the sign, and linguistic
signs are perhaps the only ones to constitute a pure knowledge,
that is, to absorb and reabsorb the whole content of the image as
consciousness or appearance. They do not let any material that
cannot be reduced to an utterance survive, and hence reintro-
duce a subordination of semiotics to a language system. Peirce
would thus not have maintained his original position for very
long; he would have given up trying to make semiotics a
‘descriptive science of reality’ (logic).

This is because, in his phenomenology, he claims the three
types of image as a fact, instead of deducing them. We saw in
Volume 1 that firstness, secondness and thirdness corresponded
to the affection-image, the action-image and the relation-image.
But all three are deduced from the movement-image as material,
as soon as it is related to the interval of movement. Now this
deduction is possible only if we first assume a perception-image.
Of course, perception is strictly identical to every image, in so far
as every image acts and reacts on all the others, on all their sides
and in all their parts. But, when they are related to the interval of
movement which separates, within one image, a received and an
executed movement, they now vary only in relation to this one
image, which will be called ‘perceiving’ the movement received,
on one of its sides, and ‘carrying out’ the movement executed, on
another side or in other parts. A special perception-image is
therefore formed, an image which no longer simply expresses
movement, but the relation between movement and the interval
of movement. If the movement-image is already perception, the
Perception-image will be perception of perception, and percep-
tion will have two poles, depending on whether it is identified
with movement or with its interval (variation of all the images in
their relations with each other, or variation of all the images in
relation to one of them). And perception will not constitute a first
'ype of image in the movement-image without being extended
'Nto the other types, if there are any: perception of action, of
affection, of relation, etc. The perception-image will therefore be
like a degree zero in the deduction which is carried out as a
function of the movement-image: there will be a ‘zeroness’ before
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Peirce’s firstness. As for the question: are there types of image in
the movement-image other than the perception-image?, it is
resolved by the various aspects of the interval: the perception-
image received movement on one side, but the affection-image is
what occupies the interval (firstness), the action-image what
executes the movement on the other side (secondness), and the
relation-image what reconstitutes the whole of the movement
with all the aspects of the interval (thirdness functioning as
closure of the deduction). Thus the movement-image gives rise to
a sensory-motor whole which grounds narration in the image.
Between the perception-image and the others, there is no
intermediary, because perception extends by itself into the other
images. But, in the other cases, there is necessarily an inter-
mediary which indicates the extension as passage.'* This is why, in
the end, we find ourselves faced with six types of perceptible
visible images that we see, not three: perception-image, affection-
image, impulse-image (intermediates between affection and action),
action-image, reflection-image (intermediate between action and
relation), relation-image. And since, on the one hand, deduction
constitutes a genesis of types, and, on the other, its degree zero,
the perception-image, gives the others a bipolar composition
appropriate to each case, we shall find ourselves with at least two
signs of composition, and at least one sign of genesis for each type
of image. We therefore take the term ‘sign’ in a completely
different way from Peirce: it is a particular image that refers to a
type of image, whether from the point of view of its bipolar
composition, or from the point of view of its genesis. It is clear
that all this involves the discussion in Volume 1: the reader may,
then, skip it, as long as he keeps in mind the recapitulation of
signs set out earlier, where we borrowed from Peirce a certain
number of terms whilst changing their meaning. Thus the signs
of composition for the perception-image are the dicisign and the
reume. The dicisign refers to a perception of perception, and
usually appears in cinema when the camera ‘sees’ a character who
is seeing; it implies a firm frame, and so constitutes a kind of solid
state of perception. But the reume refers to a fluid or liquid
perception which passes continuously through the frame. The
engramme, finally, is the genetic sign or the gaseous state of
perception, molecular perception, which the two others presup-
pose. The affection-image has the icon as sign of composition,
which can be of quality or of power; it is a quality or a power which
are only expressed (for example, a face) without being actualized.
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But it is the qualisign or the potisign which constitute the genetic
element because they construct quality or power in an any-space-
whatever, that is, in a space that does not yet appear as a real
setting. The impulse-image, intermediate between affection and
action, is composed of fetishes, fetishes of Good or Evil: these are
fragments torn from a derived setting, but which refer genetically
to the symptom of an originary world operating below the setting.
The action-image implies a real actualized setting which has
become sufficient, so that a global situation will provoke an action,
or on the contrary an action will disclose a part of the situation:
the two signs of composition, therefore, are the synsign and the
index. The internal link between situation and action, in any case,
constitutes the genetic element or the imprint. The reflection-
image, which goes from action to relation, is composed when
action and situation enter into indirect relations: the signs are
then figures, of attraction or inversion. And the genetic sign is
discursive, that is, a situation or an action of discourse, indepen-
dent of the question: is the discourse itself realized in a language?
Finally, the relation-image relates movement to the whole that it
expresses, and makes the whole vary according to the distribution
of movement: the two signs of composition will be the mark, or the
circumstance, through which two images are united, according to
a habit (‘natural’ relation), and the demark, the circumstance
through which an image finds itself torn from its natural relation
or series; the sign of genesis the symbol, the circumstance through
which we are made to compare two images, even arbitrarily
united (‘abstract’ relation).

The movement-image is matter [matiére] itself, as Bergson
showed. It is a matter that is not linguistically formed, although it
is semiotically, and constitutes the first dimension of semiotics. In
fact, the different kinds of image which are necessarily deduced
from the movement-image, the six kinds, are the elements that
make this matter into a signaletic material [matiére signalétique].
And the signs themselves are the features of expression that
compose and combine these images, and constantly re-create
them, borne or carted along by matter in movement [la matiére en
mouvement).

A final problem then arises: why does Peirce think that
everything ends with thirdness and the relation-image and that
there is nothing beyond? This is undoubtedly true from the point
of view of the movement-image: this is framed by the relations
which relate it to the whole that it expresses, so much so that a
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logic of relations seems to close the transformations of the
movement-image by determining the corresponding changes of
the whole. We have seen, in this sense, that a cinema like that of
Hitchcock, taking relation as its explicit object, completed the
circuit of the movement-image and brought to its logical perfec-
tion what could be called classical cinema. But we have en-
countered signs which, eating away at the action-image, also
brought their effect to bear above and below, on perception and
relation, and called into question the movement-image as a
whole: these are opsigns or sonsigns. The interval of movement
was no longer that in relation to which the movement-image was
specified as perception-image, at one end of the interval, as

action-image at the other end, and as affection-image between

the two, so as to constitute a sensory-motor whole. On the
contrary the sensory-motor link was broken, and the interval of
movement produced the appearance as such of an image other than

the movement-image. Sign and image thus reversed their relation,

because the sign no longer presupposed the movement-image as
material that it represented in its specified forms, but set about
presenting the other image whose material it was itself to specify,
and forms it was to constitute, from sign to sign. This was the
second dimension of pure, non-linguistic semiotics. There was to
arise a whole series of new signs, constitutive of a transparent
material, or of a time-image irreducible to the movement-image,
but not without a determinable relationship with it. We could no
longer consider Peirce’s thirdness as a limit of the system of
images and signs, because the opsign (or sonsign) set everything
off again, from the inside.

3

The movement-image has two sides, one in relation to objects
whose relative position it varies, the other in relation to a whole —
of which it expresses an absolute change. The positions are in
space, but the whole that changes is in time. If the movement-
image is assimilated to the shot, we call framing the first facet of
the shot turned towards objects, and montage the other facet
turned towards the whole. Hence a first thesis: it is montage itself
which constitutes the whole, and thus gives us the image of time. It
is therefore the principal act of cinema. Time is necessarily an
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indirect representation, because it flows from the montage which
links one movement-image to another. This is why the connection
cannot be a simple juxtaposition: the whole is no more an
addition than time is a succession of presents. As Eisenstem_sald
over and over again, montage must proceed by altera_nons,
conflicts, resolutions, and resonances, in short an activity of
selection and co-ordination, in order to give time its real
dimension, and the whole its consistency. This position of
principle implies that movement-image is itself in the present,
and nothing else. That the present is the sole direct time of the
cinematographic image seems to be almost a truism. Pasolini will
again rely on it to maintain a very classical n‘otion of !noptage:
precisely because it selects and co-ordinates s:gmﬁcan't
moments’, montage has the property of ‘making the present past’,
of transforming our unstable and uncertain present into ‘a clear,
stable and desirable past’, in short of achieving time. It is useless
for him to add that this is the operation of death, not a death that
is over and done with, but a death in life or a being for death
(‘death achieves a dazzling montage of our life’)."* This black note
reinforces the classic, grandiose concept of the montage king:
time as indirect representation that flows from the synthesis of
images.

But this thesis has another aspect, which seems to contradict the
first: the synthesis of movement-images must rely on character-
istics intrinsic to each of them. Each movement-image expresses
the whole that changes, as a function of the objects between which
movement is established. The shot must therefore already be a
potential montage, and the movement-image, a matrix or cell of
time. From this point of view, time depends on movement itself
and belongs to it: it may be defined, in the style of ancient
philosophers, as the number of movement. Montage will there-
fore be a relation of number, variable according to the intrinsic,
nature of the movements considered in each image, in each shot.
A uniform movement in the shot appeals to a simple measure, but
varied and differential movements to a rhythm; intensive move-
ments proper (like light and heat) to a tonality, and the set of all
the potentialities of a shot, to a harmony. Hence Eisenstein’s
distinctions between a metrical, rhythmic, tonal and harmonic
Montage. Eisenstein himself saw a certain opposition between the
Synthetic point of view, according to which time flowed from the
Montage, and the analytic point of view, according to which the
lime set up was dependent on a movement-image.'* According to
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Pasolini, ‘the present is transformed into past’ by virtue of
montage, but this past ‘still appears as a present’ by virtue of the
nature of the image. Philosophy had already encountered a
similar opposition, in the notion of ‘number of movement’,
because number appeared sometimes like an independent in-
stance, sometimes like a simple dependence on what it measured.
Should we not, however, maintain both points of view, as the two
poles of an indirect representation of time: time depends on
movement, but through the intermediary of montage; it flows
from montage, but as if subordinate to movement? Classical
reflection turns on this kind of alternative, montage or shot.

It is still necessary for movement to be normal: movement can
only subordinate time, and make it into 2 number that indirectly
measures it, if it fulfils conditions of normality. What we mean by

normality is the existence of centres: centres of the revolution of

movement itself, of equilibrium of forces, of gravity of moving
bodies, and of observation for a viewer able to recognize or
perceive the moving body, and to assign movement. A movement
that avoids centring, in whatever way, is as such abnormal,
aberrant. Antiquity came up against these aberrations of move-
ment, which even affected astronomy, and which became more
and more pronounced when one entered the sub-lunar world of
men (Aristotle). Now, aberrant movement calls into question the
status of time as indirect representation or number of movement,
because it evades the relationships of number. But, far from time
itself being shaken, it rather finds this the moment to surface
directly, to shake off its subordination in relation to movement
and to reverse this subordination. Conversely, then, a direct
presentation of time does not imply the halting of movement, but
rather the promotion of aberrant movement. What makes this

problem as much a cinematographic as a philosophical one is that

the movement-image seems to be in itself a profoundly aberrant

and abnormal movement. Epstein was perhaps the first to focus '

theoretically on this point, which viewers in the cinema experi-
enced practically: not only speeded up, slowed down and
reversed sequences, but the non-distancing of the moving body
(‘a deserter was going flat out, and yet remained face to face with
us’), constant changes in scale and proportion (‘with no possible
common denominator’) and false continuities of movement (what
Eisenstein called ‘impossible continuity shots’)."”

More recently, Jean-Louis Schefer, in a book in which the
theory forms a kind of great poem, showed that the ordinary
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cinema-viewer, the man without qualities, found his correlate in
(he movement-image as extraordinary movement. The move-
ment-image does not reproduce a world, but constitutes‘ an
autonomous world, made up of breaks and disproportion,
deprived of allits centres, addressing itself as such to a viewer who
is in himself no longer centre of his own perccption. The
percipiens and the percipi have lost their points of gravity. Sc_hefer
draws the most rigorous consequence from this: the aberration of
movement specific to the cinematographic image sets time free
from any linkage; it carries out a direct presentation of time by
reversing the relationship of subordination that time maintains
with normal movement; ‘cinema is the sole experience where
time is given to me as a perception’. Certainly Schefer points to a
primordial crime with an essential link to this condition of
cinema, just as Pasolini invoked a primordial death for the other
situation. It is a homage to psychoanalysis, which has only ever
given cinema one sole object, one single refrain, the so-called
primitive scene. But there is no other crime than time itself. What
aberrant movement reveals is time as everything, as ‘infinite
opening’, as anteriority over all normal movement defined by
motivity [motricité]: time has to be anterior to the controlled flow
of every action, there must be ‘a birth of the world that is not
completely restricted to the experience of our motivity’ and ‘the
most distant recollection of image must be separated from all
movement of bodies’.'® If normal movement subordinates the
time of which it gives us an indirect representation, aberrant
movement speaks up for an anteriority of time that it presents to
us directly, on the basis of the disproportion of scales, the
dissipation of centres and the false continuity of the images
themselves.

What is in question is the obviousness on the basis of which the
cinematographic image is in the present, necessarily in the
present. If it is so, time can be represented only indirectly, on the
basis of a present movement-image and through the inter-
mediary of montage. But is this not the falsest obviousness, in at
least two respects? First, there is no present which is not haunted
bya past and a future, by a past which is not reducible to a former
Present, by a future which does not consist of a present to come.
Simple succession affects the presents which pass, but each
Present coexists with a past and a future without which it would
Mo itself pass on. It is characteristic of cinema to seize this past
4nd this future that coexist with the presentimage. To film whatis
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before and what is after . . . Perhaps it is necessary to make what ig
before and after the film pass inside it in order to get out of the
chain of presents. For example, the characters: Godard says thay
it is necessary to know what they were before being placed in the
picture, and will be after. “That is what cinema is, the present
never exists there, except in bad films."” This is very difficuly,
because it is not enough to eliminate fiction, in favour of a crude
reality which would lead us back all the more to presents which
pass. On the contrary, it is necessary to move towards a limit, to
make the limit of before the film and after it pass into the film and
to grasp in the character the limit that he himself steps over in
order to enter the film and leave it, to enter into the fiction as into
a present which is inseparable from its before and after (Rouch
Perrault). We shall see that this is precisely the aim of cinéma-
or of direct cinema: not to achieve a real as it would e
independently of the image, but to achieve a before and an after
as they coexist with the image, as they are inseparable from the
image. This is what direct cinema must mean, to the point where
it is a component of all cinema: to achieve the direct presentati
of time. ,

Not only is the image inseparable from a before and an after
which belong to it, which are not to be confused with
preceding and subsequent images; but in addition it itself tips:
over into a past and a future of which the present is now only
extreme limit, which is never given. Take, for example, the dep
of field in Welles: when Kane is going to catch up with his friend
the journalist for the break, it is in time that he moves, he occupies
a place in time rather than changing place in space. And when the
investigator at the beginning of Mr Arkadin emerges into the g
courtyard, he literally emerges from time rather than comi
from another place. Take Visconti’s tracking shots: at
beginning of Sandra, when the heroine returns to the house
where she was born, and stops to buy the black headscarf that she:
will cover her head with, and the cake that she will eat like magic
food, she does not cover space, she sinks into time. And in a filma
few minutes long, Appunti su un Fatto di Cronaca, a slow tracking
shot follows the empty path of the raped and murdered school=
girl, and comes back to the fully present image to load it with @
petrified perfect tense, as well as with an inescapable futuré
perfect." In Resnais too it is time that we plunge into, not at the_
mercy of a psychological memory that would give us only an
indirect representation, nor at the mercy of a recollection-imageé
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that would refer us back to a former present, but following a
deeper memory, a memory of the world directly exploring time,
reaching in the past that which conceals itself from memory. How
feeble the flashback seems beside explorations of time as
owerful as this, such as the silent walk on the thick hotel carpet
which each time puts the image into the past in Last Year in
Marienbad. The tracking shots of Resnais and Visconti, and
welles's depth of field, carry out a temporalization of the image
or form a direct time-image, which realizes the principle: the
cinematographic image is in the present only in bad films. ‘Rather
than a physical movement, it is a question above all of a
displacement in time."” And undoubtedly there are many
possible ways of proceeding: itis, on the contrary, the crushing of
depth and the planitude of the image, which, in Dreyer and other
authors, will directly open the image on to time as fourth
dimension. This is, as we shall see, because there are varieties of
the time-image just as there were types of the movement-image.
But the direct time-image always gives us access to that Proustian
dimension where people and things occupy a place in time which
is incommensurable with the one they have in space. Proust
indeed speaks in terms of cinema, time mounting its magic
lantern on bodies and making the shots coexist in depth.* Itis this )
build-up, this emancipation of time, which ensures the rule of |
impossible continuity and aberrant movement. The postulate of |
‘the image in the present’ is one of the most destructive for any
understanding of cinema. .
But were these characteristics not clear in the cinema at an early
stage (Eisenstein, Epstein)? Is Schefer’s theme not valid for the
whole of the cinema? How are we to delineate a modern cinema
which would be distinct from ‘classical’ cinema or from the
indirect representation of time? We might once more rely on an
analogy in thought: if it is true that aberrations of movement were
recognized at an early stage, they were in some sense corrected,
Normalized, ‘elevated’, and brought into line with laws which
Saved movement, extensive movement of the world or intensive
Movement of the soul, and which maintained the subordination
of time. In fact we will have to wait for Kant to carry out the great
eversal: aberrant movement became the most everyday kind,
“Verydayness itself, and it is no longer time that depends on
Movement, but the opposite ... A similar story appears in
‘Méma. For a long time aberrations of movement were
f¢cognized, but warded off. The intervals of movement first
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‘,(,-ordinated nor filled: Some characters, caught in certain pure
op[i('al and sound situations, find themselves condemned to
wander about or go off on a triE/Thesc are pure seers, who no
Jonger exist except in the interval of movement, and do not even
have the consolation of the sublime, which would connect them to
matter or would gain control of the spirit for them. They are
rather given over to something intolerable which is simply their
everydayness itself. It is here that the reversal is produced:
movement is no longer simply aberrant, aberration is now valid in
itself and designates time as its direct cause. “Time is out of joint’:
itis off the hinges assigned to it by behaviour in the world, but also
by movements of world. It is no longer time that depends on
movement; it is aberrant movement that depends on time. The
relation, sensory-motor situation — indirect image of time is replaced
by a non-localizable relation, pure optical and sound situation-
— direct time-image. Opsigns and sonsigns are direct presentations
of time. False continuity shots are the non-localizable relation
itself: characters no longer jump across them, they are swallowed
up in them. Where has Gertrud gone? Into the false continuity
shots . . .** Of course they have always been there, in the cinema,
like aberrant movements. But what makes them take on a
specifically new value, to the point where Gertrud was not
understood at the time and still offends perception? We can
choose between emphasizing the continuity of cinema as a whole,
or emphasizing the difference between the classical and the
modern. It took the modern cinema to re-read the whole of
cinema as already made up of aberrant movements and false
continuity shots. The direct time-image is the phantom which has
always haunted the cinema, but it took modern cinema to give a
body to this phantom. This image is virtual, in opposition to the
actuality of the movement-image. But, if virtual is opposed to
actual, it is not opposed to real, far from it. Again, this time-image
will be said to presuppose montage, just as much as indirect
epresentation did. But montage has changed its meaning, it
takes on a new function: instead of being concerned with
:::\;t‘_mgnl—images frqm whic.h it extracts an indirect image of
'f‘l';i it1s concerned with the time-image, and extracts from it the
[.U‘ I“‘;ns Oi‘"tlme on which abcfrrar‘n movement must now depend.
“_ag;‘ Opt a word of Lapoujade’s, montage has become ‘mon-
sh}:l[la[ seemns to be broken is the circle in which we were led from

0 montage and from montage to shot, one constituting the

called its communication into question and introduced a gap or
disproportion between a received movement and an executed
one. Even so, related to such an interval, the movement-image
finds in it the principle of its differentiation into the perception-
image (received movement) and the action-image (executed
movement). What was aberration in relation to the movement-
image cases to be so in relation to these two images: the interval
itself now plays the role of centre, and the sensory-motor schema
restores the lost proportion, re-establishes it in a new mode,
between perception and action. The sensory-motor schema
moves forward by selection and co-ordination. Perception is
organized in obstacles and distances to be crossed, while action
invents the means to cross and surmount them, in a space which
sometimes constitutes an ‘encompasser’, sometimes a ‘line of the
universe’: movement is saved by becoming relative. And this
status, of course, does not exhaust the movement-image. As soon
as it stops being related to an interval as sensory-motor centre,
movement finds its absolute quality again, and every image reacts
with every other one, on all their sides and in all their parts. Thisis
the regime of universal variation, which goes beyond the huma
limits of the sensory-motor schema towards a non-human world
where movement equals matter, or else in the direction of 3
super-human world which speaks for a new spirit. It is here that
the movement-image attains the sublime, like the absolute
condition of movement, whether in the material sublime of
Vertov, in the mathematical sublime of Gance, or in the dynamic
sublime of Murnau or Lang./But in any event the movement-
image remains primary, and gives rise only indirectly to a
representation of time, through the intermediary of montage as
organic composition of relative movement, or supra-organic
recomposition of absolute movement./Even Vertov, when he
carries perception over into matter, and action into universal
interaction, peopling the universe with micro-intervals, points t0
a ‘negative of time’ as the ultimate product of the movement=
image through montage.”' !

Now, from its first appearances, something different happens
in what is called modern cinema: not something more beautiful,
more profound, or more true, but something different. What has
happened is that the sensory-motor schema is no longer in
operation, but at the same time it is not overtaken or overcome. It
is shattered from the inside. That is, perceptions and actions
ceased to be linked together, and spaces are now neither
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movement-image, the other the indirect image of time. Despite
all its efforts (and especially those of Eisenstein), the classical
conception had difficulty in getting rid of the idea of a vertical’
construction going right to the edge in both directions, where
montage worked on movement-images. It has often been pointed
out, in modern cinema, that the montage was already in the
image, or that the components of an image already implied
montage. There is no longer an alternative between montage and
shot (in Welles, Resnais, or Godard). Sometimes montage occurs
in the depth of the image, sometimes it becomes flat: it no long
asks how images are linked, but ‘What does the image show?
This identity of montage with the image itself can appear only in
conditions of the direct time-image. In a text with importz
implications Tarkovsky says that what is essential is the way ti
flows in the shot, its tension or rarefaction, ‘the pressure of time i
the shot’. He appears to subscribe to the classical alternative, sh
or montage, and to opt strongly for the shot (‘the cinematograp
figure only exists inside the shot’). But this is only a superfi
appearance, because the force or pressure of time goes outside
the limits of the shot, and montage itself works and lives in ti
What Tarkovsky denies is that cinema is like a language worki
with units, even if these are relative and of different orders:
montage is not a unit of a higher order which exercises power
over unit-shots and which would thereby endow movement-
images with time as a new quality.?” The movement-image can be!
perfect, but it remains amorphous, indifferent and static if it i
not already deeply affected by injections of time which p
montage into it, and alter movement. ‘The time in a shot mu
flow independently and, so to speak, as its own boss’: it is only @
this condition that the shot goes beyond the movement-image,
and montage goes beyond indirect representation of time, to b
share in a direct time-image, the one determining the form
rather force of time in the image, the other the relations of time
of forces in the succession of images (relations that are no mo
reducible to succession, than the image is to movement). Tar=
kovsky calls his text ‘On the cinematographic figure’, because he
calls figure that which expresses the ‘typical’, but expresses it in
pure singularity, something unique. This is the sign, it is the ve
function of the sign. But, as long as signs find their material in the
movement-image, as long as they form the singular expressionﬂl
features, from a material in movement, they are in danger of
evoking another generality which would lead to their being
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confused with a language. The representation of time can be
extracted from this only by association and generalization, or as
concept (hence Eisenstein’s bringing together of montage and
concept). Such is the ambiguity of the sensory-motor schema,
agent of abstraction. Itis only when the sign opens directly on to
time, when time provides the signaletic material itself, that the
type, which has become temporal, coincides with the feature of
singularity separated from its motor associations. It is here that
Tarkovsky's wish comes true: that ‘the cinematographer succeeds
in fixing time in its indices [in its signs] perceptible by the senses’.
And, in a sense, cinema had always done this; but, in another
sense, it could only realize that it had in the course of its evolution,
thanks to a crisis of the movement-image. To use a formula of
Nietzsche’s, it is never at the beginning that something new, a new
art, is able to reveal its essence; what it was from the outset it can
reveal only after a detour in its evolution.




3 From Recollection to Dreams:
third commentary on Bergson

1

Bergson distinguishes two kinds of ‘recognition’. Automatic or
habitual recognition (the cow recognizes grass, 1 recognize my

friend Peter) works by extension: perception extends itself into

the usual movements; the movements extend perception so as to

draw on its useful effects. It is a sensory-motor recognition that
comes about above all through movements: motor mechanisms

which the sight of the object is enough to trigger are constituted

and accumulated. In a certain sense we constantly distance
ourselves from the first object: we pass from one object to another

one, according to a movement that is horizontal or of associations

of images, but remaining on one and the same plane (the cow moves.
from one clump of grass to another, and, with my friend Peter, I

move from one subject of conversation to another). The second

mode of recognition, attentive recognition, is very different. Here, I
abandon the extending of my perception, I cannot extend it. My
movements — which are more subtle and of another kind — revert
to the object, return to the object, so as to emphasize certain
contours and take ‘a few characteristic features’ from it. And we
begin all over again when we want to identify different features
and contours, but each time we have to start from scratch. In this
case, instead of an addition of distinct objects on the same plane,
we see the object remaining the same, but passing through different
planes.' In the first case, we had, we perceived, a sensory-motor:
image from the thing. In the other case, we constitute a puré

optical (and sound) image of the thing, we make a description.
How are the two kinds of images distinguished? It would seem
first of all that the sensory-motor image is richer, because it is the

thing itself, at least the thing as it extends into the movements by -

which we make use of it. Whilst the pure optical image seems

necessarily poorer and more rarefied: as Robbe-Grillet says, it is

not the thing, but a ‘description’ which tends to replace the thing,
which ‘erases’ the concrete object, which selects only certain
features of it, even if this means making way for different

descriptions which will pick out different lines or features, which
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are always provisional, always in question, displaced or replaced.
[t may be objected that a cinematographic image — even a
sensory-motor one — is necessarily a description. But at this point
we must contrast two kinds of descriptions: one is organic (as
when we say that a chair is made to sit on, or grass to be eaten),
while the other is physical-geometrical, inorganic. We have
already noted in Rossellini the extent to which the factory seen by
the bourgeoise woman, in Europe 51, was a visual and sound
wubstract’, barely ‘concretely denoted’, reduced to a few features.
And in Les carabiniers Godard makes each shot a description
which replaces the object, and which will make way for a different
description, so that, instead of organically describing an object,
we are shown pure descriptions which are unmade at the same
time as they are outlined.” If the new cinema, like the new novel, is
of considerable philosophical and logical importance, it is first of
all because of the theory of descriptions which it implies — of
which Robbe-Grillet was the pioneer.*

At this point everything is reversed. The sensory-motor image
effectively retains from the thing only what interests us, or what
extends into the reaction of -a character. Its richness is thus
superficial and comes from the fact that it associates with the
thing many different things that resemble it on the same plane, in
so far as they provoke all the same movements: it is grass in
general that interests the herbivore. It is in this sense that the
sensory-motor schema is an agent of abstraction. Conversely, the
pure optical image may be only a description, and concern a
character who no longer knows how or is no longer able to react to
the situation; the restraint of this image, the thinness of what it
retains, line or simple point, ‘slight fragment without impor-
tance’, bring the thing each time to an essential singularity, and
describe the inexhaustible, endlessly referring to other descrip-
tions. It is, then, the optical image which is really rich, or ‘typical’.

At least it would be if we knew what use it was. It was easy to
say that the sensory-motor image was useful because it linked a
Perception-image to an action-image; it already modelled the
first on the second and extended the one into the other. But the
Pllrt optical image is a completely different matter, not only
Yecause it is a different type of image, a different type of

Perception, but also because its mode of linkage is not the same.

_h“l't‘ is a simple, provisional answer and it is the one Bergson
Blves initially: the optical (and sound) image in attentive recogni-
“9111 does not extend into movement, but enters into relation
with
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a ‘recollection-image’ that it calls up. Perhaps we should alsg
imagine other possible answers, more or less related, more or less
distinct: what would enter into relation would be the real and the
imaginary, the physical and the mental, the objective and the
subjective, description and narration, the actual and the virtual . | |
The essential point, in any event, is that the two related terms
differ in nature, and yet ‘run after each other’, refer to each
other, reflect each other, without it being possible to say which is
first, and tend ultimately to become confused by slipping into the
same point of indiscernibility. A zone of recollections, dreams, or
thoughts corresponds to a particular aspect of the thing: each
time it is a plane or a circuit, so that the thing passes through an
infinite number of planes or circuits which correspond to its own
‘layers’ or its aspects. A different, virtual mental image would
correspond to a different description, and vice versa: a different
circuit. The heroine of Europe 51 sees certain features of the
factory, and thinks she is seeing convicts: ‘I thought I saw convie
..." (it should be noted that she does not evoke a simp
recollection, the factory does not remind her of a prison, the
heroine calls up a mental vision, almost an hallucination). S
could have seized on other features, and had a different vision:
the workers’ entry, the call of the siren, I thought I saw
condemned survivors, running towards dark shelters . . .

How can we say that it is the same object (the factory) which
passes through different circuits, because each time description
has obliterated the object, at the same time as the mental im
has created a different one? Each circuit obliterates and creates
an object. But it is precisely in this ‘double movement of creation
and erasure’ that successive planes and independent circui
cancelling each other out, contradicting each other, joining W
with each other, forking, will simultaneously constitute the layé
of one and the same physical reality, and the levels of one and the
same mental reality, memory or spirit. As Bergson says, ‘it will b&
seen that the progress of attention results in creating anew, not.
only the object perceived, but also the ever-widening systems with
which it may be bound up; so that in the measure in which the!
circles, B, C, D, represent a higher expansion of memory, their
reflection attains in B’, C', D’ deeper strata of reality”."

Thus, in Rossellini, the island of Stromboli passes through ever
deeper descriptions, the approaches, the fishing, the storm, the.
eruption, at the same time as the foreign woman climbs higher
and higher on the island, until description is engulfed in depth
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and the spirit is shattered by a tension which is too strong. From
the slopes of the unleashed volcano, the village is seen far below,
sparkling above the black waves, while the spirit whispers: ‘I am
finished, I am afraid, what mystery, what beauty, my God ...
There are no longer sensory-motor images with their extensions,
put much more complex circular links between pure optical and
sound images on the one hand, and on the other hand images
from time and thought, on planes which all coexist by right,
constituting the soul and body of the island.

2

The purely optical and sound situation (description) is an actual
image, but one which, instead of extending into movement, links
up with a virtual image and forms a circuit with it. The problem is
to know more precisely what is capable of playing the role of
virtual image. What Bergson calls ‘recollection-image’ seems at
first sight to have the requisite qualities. Of course, recollection-
images already intervene in automatic recognition; they insert
themselves between stimulation and response, and contribute to
the better adjustment to the motor mechanism by reinforcing it
with a psychological causality. But, in this sense, they only
intervene accidentally and in a secondary way in automatic
recognition, whilst they are essential to attentive recognition: this
latter comes about through them. In other words, with recollec-
tion-images, a whole new sense of subjectivity appears. We have
seen that subjectivity already emerged in the movement-image; it
appears as soon as there is a gap between a received and an
executed movement, an action and a reaction, a stimulation and a
response, a perception-image and an action-image. And if
affection itself is also a dimension of this first subjectivity, it is
because it belongs to the gap, it constitutes its ‘insides’, it in a sense
occupies it, but without filling or fulfilling it. Now, on the
contrary, the recollection-image comes to fill the gap and really
does fulfil it, in such a way that it leads us back individually to
perception, instead of extending this into generic movement. It
makes full use of the gap, it assumes it, because it lodges itself
there, but it is of a different nature. Subjectivity, then, takes on a
new sense, which is no longer motor or material, but temporal
and spiritual: that which ‘is added’ to matter, not what distends it;
recollection-image, not movement-image.’
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The relation of the actual image to recollection-images can be
seen in the flashback. This is precisely a closed circuit which goes
from the present to the past, then leads us back to the present. Or
rather, as in Carné’s Daybreak, it is a multiplicity of circuits each of
which goes through a zone of recollections and returns to an even
deeper, ever more inexorable, state of the present situation,
Carné’s hero, at the end of each circuit, finds himself back in his
hotel room besieged by the police, each time closer to the fatal
outcome (the window-panes smashed, the bullet holes in the wall,
the succession of cigarettes . . .). But we know very well that the
flashback is a conventional, extrinsic device: it is generally
indicated by a dissolve-link, and the images that it introduces are
often superimposed or meshed. It is like a sign with the words:
‘watch out! recollection’. It can, therefore, indicate, by conven-
tion, a causality which is psychological, but still analogous to a

sensory-motor determinism, and, despite its circuits, only con-

firms the progression of a linear narration. The question of the
flashback is this: it has to be justified from elsewhere, just as
recollection-images must be given the internal mark of the past
from elsewhere. The circumstances must be such that the story
cannot be told in the present. It is therefore necessary for
something else to justify or impose the flashback, and to mark or
authenticate the recollection-image. Carné’s response here is very
clear: it is destiny which goes beyond determinism and causality;

it is destiny that sketches out a super-linearity; it is destiny that

both justifies flashback and provides recollection-images with a
mark of the past. Thus, in Daybreak, the sound of the obsessive
refrain comes from the depths of time to justify the flashback, and
the ‘anger’ carries the tragic hero away to the depths of time to
deliver him to the past.” But if the flashback and the recollection-
image thus find their foundation in destiny, it is only in a relative
or conditional way. For destiny can be exhibited directly in other
ways, and can affirm a pure power of time which overflows all
memory, an already-past which exceeds all recollections: we are
not just thinking of expressionist figures of blind men or tramps
with which Carné’s work is strewn, but of the immobilizings and
petrifications in Visiteurs du Soir, or the use of mime in Les Enfants
du Paradis, and more generally of light, which Carné uses in the
French style — luminous grey which passes through every
atmospheric nuance and constitutes a great circuit of the sun and
moon. -

Mankiewicz is undoubtedly the greatest flashback author. But
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\he use he makes of it is so special that it may be contrasted with
that of Carné, as the two extreme poles of the recollection-!mage.
There is no longer any question of an explanation, a causality or a
linearity which ought to go beyond themselves in destiny. On the
contrary itis a matter of an inexplicable secret, a fragmematmn_ of
4ll linearity, perpetual forks like so many breaks in causality.
Time in Mankiewicz is exactly as Borges describes it in “The
Garden of Forking Paths™:7* it is not space but time which forks,
‘web of time which approaches, forks, is cut off or unacknow-
ledged for centuries, embracing every possibility’. It is here that
the flashback finds its justification: at each point where time forks.
The multiplicity of circuits thus finds a new meaning. It is not
simply several people each having a flashback, it is the flashback
belonging to several people (three in The Barefoot Contessa, three
in A Letter to Three Wives, two in All About Eve). And it is not just the
circuits forking between themselves, it is each circuit forking
within itself, like a split hair. In the three circuits in A Letter to Three
Wives, each of the women wonders in her own way when and how
her marriage began to go adrift, to take a forking route. And even
when there is a single fork, like the taste for mud in a proud and
splendid creature (The Barefoot Contessa), its repetitions are not
accumulations, its manifestations refuse to be aligned, or to
reconstitute a destiny, but constantly split up any state of
equilibrium and each time impose a new ‘meander’, a new bfeak
in causality, which itself forks from the previous one, in a
collection of non-linear relations." One of Mankiewicz's most
beautiful forks is in Whispers in the City, where the doctor, who has
come to tell the father that his daughter is pregnant, finds himself
in the middle of talking to the daughter about love and asks to
marry her, in a dream-landscape. Two characters are eternal
enemies, in a universe of automata; but there isa world where one
of the two maltreats the other and forces a clown costume on him,
and a world where the other takes on the dress of inspector and
becomes master in turn, until the unleashed automata shuffle all
the possibilities, all worlds and all times (The Bloodhound). Mankie-
wicz's characters never develop in a linear evolution: the stages
passed through by Eve, taking the place of the actress, §tealing
her lover, seducing the girlfriend’s husband, blackmailing the
girlfriend, do not take part in a progression but each time
constitute a deviation which makes a circuit, allowing a secret to
exist in the whole which the new Eve at the end of the film will
inherit, point of departure for other forks.
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In effect, there is neither straight line nor circle which
completes itself. All About Eve™ is not exactly ‘all about Eve’, it ig
rather ‘a bit’, as a character in the film says: ‘She will be able to tel]
you a bit about this subject ..." And, in Suddenly Last Summer,
there is only one flashback, when the girl again encounters at the
end the horrible recollection which is eating away at her, because
the other flashbacks have been blocked, replaced by stories and
hypotheses, without, however, cancelling the corresponding
forks which allow an inexplicable secret to exist for ever. In fact,
the son’s homosexuality explains nothing. The mother’s jealousy
is a first fork, as soon as she is supplanted by the girl; the
homosexuality is a second, when the son uses the girl as he used
his mother, as baits for boys; but there is still one more, still
another circuit, which takes up the description of the carnivorous
flowers and the story of the horrendous fate of the little tortoises
which are devoured, when the flashback reveals, beneath the
son’s homosexuality, an orgiastic mystery, cannibalistic tastes of
which he ends up victim, hacked and dismembered by his young, -
wretched lovers, to the sounds of a barbaric music of the slums.,
And here again, at the end, it seems that everything starts up
again, and the mother ‘will devour’ the young doctor that she has
mistaken for her son. In Mankiewicz, the flashback always reveals
its raison d'étre in these angled accounts which shatter causality
and, instead of dispersing the enigma, refer it back to other still
deeper ones. Chabrol will rediscover this power and use of the
flashback in Violette Noziére, when he wants to indicate the
heroine’s continual forks, the variety of her faces, the irreducible
diversity of the hypotheses (did she or did she not want to spare
her mother, etc?)." ]

Time's forks thus provide flashback with a necessity, and
recollection-images with an authenticity, a weight of past without
which they would remain conventional. But why, and how? The
answer is simple: the forking points are very often so impercep-
tible that they cannot be revealed until after their occurrence, to
an attentive memory. Itis a story that can be told only in the past.
This was already the constant question for Fitzgerald, to whom
Mankiewicz is very close: what happened? How have we arrived
at this point?'' This is what governs the three flashbacks of
women in A Letter to Three Wives and Harry’s recollections in The
Barefoot Contessa. It is perhaps the question of all questions.

The theatrical character of Mankiewicz's work has often been
pointed out, but there is also a ‘novelistic’ element (or more
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precisely ‘a short story’ element, for it is the short story that asks:
what happened?). What has not been sufficiently analysed,
however, is the relation between the two, their original fusion
which means that Mankiewicz re-created a complete cinemato-
graphic specificity. On one hand, the novelistic element, the story,
appears in the memory. The memory in fact, following a {_orm’ula
of Janet’s, is story behaviour. In its very essence, memory is voice,
which speaks, talks to itself, or whispers, and recounts what
happened. Hence the voice-off which accompanies the flashback.
In Mankiewicz this spiritual role of memory often gives way to a
creature more or less connected with the beyond: the phantom in
Mrs Muir’s Adventure, the ghost in Whaspers in the City, the automata
in Bloodhound. In A Leiter to Three Wives, there is the fourth
girlfriend, the one that will never be seen, that is once barely
glimpsed, and who has made it known to the three others t‘h'fll she
is going off with one of their husbands (but which one?): it is her
voice-off which looms over the other three flashbacks. In any
event, the voice as memory frames the flashback. But, in another
sense, what the latter ‘shows’, and what the former reports, are
more voices: characters and décors which are of course meant to
be seen, but are in essence speaking and of sound. This is the
theatrical element: the dialogue between the characters who
appear, and sometimes even the appearance of the character
himself, produces a story (All About Eve). In one of the flashbacks
in A Letter to Three Wives there is the dinner scene where the
teacher-husband and the wife in advertising entertain the latter’s
female boss: all the movements of characters and camera are
determined by the mounting violence of their dialogue, and the
distribution of two opposed sound-sources, that of the radio
programme, and that of the classical music with which the teacher
challenges it. The essential point, then, is the intimacy of the
relation between the novelistic element in memory as story
behaviour, and the theatrical element of the dialogues, words and
sounds as conducts of the characters.

Now this internal relation is determined in a very original way
in Mankiewicz. What is reported is always a skidding, a detour, a
fork. But, although the fork may in principle be discovered only
after the event, through flashback, there is one character who has
been able to foresee it, or grasp it at the time, whether he uses it
later for good or for evil. Mankiewicz is brilliant with these scenes.
Itis not only Harry'’s role in The Barefoot Contessa; it happens in
'Wo important scenes in Al About Eve. First, the actress's
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secretary-dresser has understood straight away Eve's deceit-
fulness, her split personality: at the exact moment that Eve was
producing her false story, she heard everything from the next
room, out of frame, and comes into the frame to give Eve an
intense look and briefly show her doubt. And then, later, the
devilish theatre-critic will surprise another of Eve's forks, when
she strives to seduce the actress’s lover. He hears, and perhaps
notices, through the half-open door, as between two fields. He
will know how to use this later, but he has understood at the time
(and it is at different moments that each of the characters
understands, thanks to a new fork). Now, in all these cases, we do
not leave memory. But instead of a constituted memory, as
function of the past which reports a story, we witness the birth of
memory, as function of the future which retains what happens in
order to make it the object to come of the other memory. This is
what Mankiewicz has very clearly understood: memory could
never evoke and report the past if it had not already been
constituted at the moment when the past was still present, hence

in an aim to come. Itis in fact for this reason that it is behaviour: it
is in the present that we make a memory, in order to make use of it -
in the future when the present will be past.'* It is this memory of
the present which makes the two elements communicate from the

inside, novelistic memory as it appears in the reporting story, and
the theatrical present as it appears in the reported dialogues. Itis
this circulating third which gives the whole a totally cinematogra-
phic value. It is this role of spy, or of involuntary witness, which
gives Mankiewicz's cinema its whole force: visual and auditory
birth of memory. Hence the way in which we find in him the two
distinct aspects of the out-of-field: an aside concerning the
character who surprises the fork, and a beyond concerning the

character who relates it to the past (sometimes the same character,

sometimes a different one).

But if it is true that flashback and the recollection-image thus
find a reason for their existence in these forks of time, this reason
— as we have seen in the very different case of Carné — may act
directly, without going through flashback, outside any memory.
This is true in particular of the two great, theatrical, Shake-
spearean films, Julius Caesar and Cleopatra. It is true that the
historical character of these films already takes the place of
memory (and, in Cleopatra, the technique of frescoes which come
to life). Itis still the case that, in them, time’s forks take on a direct
meaning which confounds flashback. The interpretation of
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shakespeare’s Julius Caesar by Mankiewicz underlines lhe psycho-
logical opposition between Brutus and Mark Antony. T'he fact is
(hat Brutus appears to be an absolutely linear character: of course
he is torn by his affection for Caesar, of course h_e is a skilful
orator and politician, but his love of the republic sketghes_ a
perfectly straight course for him. We said that in Mankiewicz
there is no character who develops in a linear way. Yet there is
Brutus. But, precisely, after speaking to the people, he allows
Mark Antony the chance to speak, without wajting himself or
leaving an observer: he will find himself proscrl_bed,.assuni:d of
defeat, alone and backed into suicide, locked in his rectitude
before he has been able to understand anything of what has
happened. Mark Antony, on the contrary, is.a suprer!'lely fm:ked
being: presenting himself as a soldier, playing on his unskll!ed
speech, rough-spoken, with awkward phrasings, and _plebelan
accents, he sustains an extraordinary speech wholly in forks,
which will make the Roman people turn (Mankiewicz's art and
Brando’s voice unite here in one of the finest scenes in theatre-
cinema). Finally, in Cleopatra, it is Cleopatra whq has become the
eternal forking woman, devious, capricious, while Mark Antony
(now played by Burton) is simply a prisoner of his insane passion,
trapped between the recollection of Caesar and the proximity of
Octavian. Hidden behind a pillar, he will witness one uf_ Cleo-
patra’s forkings before Octavian, and will take Tefu'ge in the
background, but always to return to her. He too will die without
understanding what has actually happened, although he redis-
covers Cleopatra’s love in a final fork by her. All the .pmks
intensifying to golds testify to the universal ch_angf:ablllty of
Cleopatra. Mankiewicz disowned this film, which is no less
magnificent for that; perhaps one of his main reasons was tha_t he
had been forced into too many rational, oppressive justifications
of the forkings of the queen. _
We come to the same conclusion again: either the ﬂashbacl_t is
an unsophisticated, conventional notice or it gets zfjust_lﬁcanon
from elsewhere: Carné's destiny, Mankiewicz's forking time. But
in these latter cases, what gives flashback a necessity .does so only
relatively, conditionally, and may be expressed in a dnff?rent way.
For there is not simply an insufficiency in the flashback m_rfclauo_n
10 the recollection-image; there is at a deeper level an insufficiency in
the recollection-image in relation to the past. Bergson constantly
reminded us that it was not by its own efforts that the recollection-
image retained the mark of the past, that s, of *virtuality’ which it
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represents and embodies, and which distinguishes it from other
types of images. If the image becomes ‘recollection-image’ it is
only in so far as it has been to look for a ‘pure recollection’ in the
place where it was, pure virtuality contained in the hidden zones
of the past as in oneself . . . ‘Pure recollections, summoned from
the depths of Memory develop into recollection-images’; ‘Ima-
gining is not recollecting. No doubt a recollection, as it becomes
actual, tends to live in an image, but the converse is not true, and
the image pure and simple will not be referred to the past unless,
indeed, it was in the past that I sought it, thus following the
continuous progress which brought it from darkness into light."*
Contrary to our first hypothesis it is not, then, the recollection-
image which is sufficient to define the new dimension of
subjectivity. We asked: when a present, actual image has lost its
motor extension, with what virtual image does it enter into
relation, the two images forming a circuit where they run after
each other and each is reflected in the other? Now the recollec-
tion-image is not virtual, it actualizes a virtuality (which Bergson
calls ‘pure recollection’) on its own account. This is why the
recollection-image does not deliver the past to us, but only
represents the former present that the past ‘was’. The recollec-

tion-image is an image which is actualized or in process of being

made actual, which does not form with the actual, present image a
circuit of indiscernibility. Is this because the circuit is too broad,
or on the contrary not broad enough? In any case, once again, the
heroine of Europe 51 does not evoke a recollection-image. And
even when an author proceeds by flashback, he subordinates the
flashback to another process which gives it foundation, and the
recollection-image to deeper time-images (not only Mankiewicz,
but Welles, Resnais, etc.).

There is no doubt that attentive recognition, when it succeeds,
comes about through recollection-images: it is the man I met last
week at such and such a place . . . But it is precisely this success
which allows the sensory-motor flux to take up its temporarily
interrupted course again. So that Bergson constantly circles
around the following conclusion, which will also haunt cinema:
attentive recognition informs us to a much greater degree when it
fails than when it succeeds. When we cannot remember, sensory-
motor extension remains suspended, and the actual image, the
present optical perception, does not link up with either a motor
image or a recollection-image which would re-establish contact. It
rather enters into relation with genuinely virtual elements,
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feelings of déja vu or past ‘in general’ (I must have seen that man
somewhere . . .), dream-images (I have the feeling that I saw him
inadream. . .), fantasies or theatre scenes (he seems to play arole
that I am familiar with . ..). In short, it is not the recollection-
image or attentive recognition which gives us the proper equiv-
alent of the optical-sound image, it is rather the disturbances of
memory and the failures of recognition.

3

This is why European cinema at an early stage confronted a
group of phenomena; amnesia, hypnosis, hallucination, mad-
ness, the vision of the dying, and especially nightmare and dream.
This was an important aspect of Soviet cinema, and its various
alliances with futurism, constructivism and formalism; of
German expressionism and its various alliances with psychiatry
and psychoanalysis; and of the French school and its various
alliances with surrealism. European cinema saw in this a means of
breaking with the ‘American’ limitations of the action-image, and
also of reaching a mystery of time, of uniting image, thought and
camera in a single ‘automatic subjectivity’, in contrast to the
over-objective conception of the Americans." In fact, the first
common factor in all these states is that a character finds himself
prey to visual and sound sensations (or tactile ones, cutaneous or
coenaesthetic) which have lost their motor extension. This may be
a limit-situation, the imminent arrival or consequence of an
accident, the nearness of death but also the most ordinary states
of sleep, dream, or a disturbance of attention. And, in the second
place, these actual sensations and perceptions are as cut off from
memory-based recognition as they are from motor recognition:
no specific group of recollections comes to correspond to‘them,
and to fit into the optical and sound situation. But, what is very
different, it is a whole temporal ‘panorama’, an unstable set of
floating memories, images of a past in general which move past at
dizzying speed, as if time were achieving a profound freedom. It
is as if total and anarchic mobilizing of the past now responds to
the character’s motor powerlessness. Dissolves and super-
impositions arrive with a vengeance. It is in this way that
expressionism attempted to restore the ‘panoramic vision' of
those who feel mortally threatened or lost: images thrown up
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from the unconscious of a woman being operated on — Alfred
Abel’s Narcosis, from that of an assaulted man — Metzner's Attack,
from that of a man in the middle of drowning — Fejos’ The Last
Moment. (Daybreak moves towards this limit, the hero getting
nearer to an inescapable death.) The same may be said of
dream-states or states of extreme sensory-motor relaxation: the
purely optical or sound perspectives of a divested present which
no longer enjoys links with a disconnected past, floating child-
hood memories, fantasies, or impressions of déja vu. This is again
the most immediate or visible content of Fellini’s 8/%: from the
hero’s overwork and collapse from stress to the final panoramic
vision, taking in the nightmare of the underground passage and
the kite-man which is used as the film’s opening.

The Bergsonian theory of dreams shows that the dreamer is
not at all closed to the sensations of the external and internal
world. However, he no longer relates them to specific recollec-
tion-images, but to fluid, malleable sheets of past which are happy
with a very broad or floating adjustment. If we go back to
Bergson’s previous schema, the dream represents the largest visible
circuit or ‘the outermost envelope’ of all the circuits." This is no longer
the sensory-motor link of the action-image in habitual recogni-
tion, but nor is it the various circuits of perception-recollection
which come to supplement it in attentive recognition; it would
rather be the weak and dislocatory connection between an optical
(or sound) sensation and a panoramic vision; between any
sensory image whatever and a total dream-image.

What, more precisely, is the difference between a recollection-
image and a dream-image? We start from a perception-image,
the nature of which is to be actual. The recollection, in contrast —
what Bergson calls ‘pure recollection’ — is necessarily a virtual
image. But, in the first case, it becomes actual in so far as it is
summoned by the perception-image. It is actualized in a recollec-
tion-image which corresponds to the perception-image. The case
of dream brings two important differences to light. On the one
hand, the sleeper’s perceptions exist, but in the diffuse condition
of a dust of actual sensations — external and internal — which are
not grasped in themselves, escaping consciousness. On the other
hand, the virtual image which becomes actual does not do s0
directly, but becomes actual in a different image, which itself
plays the role of virtual image being actualized in a third, and so
on to infinity: the dream is not a metaphor but a series of
anamorphoses which sketch out a very large circuit. These two

From recollection to dreams 57

characteristics are linked. When the sleeper is given over to the
actual luminous sensation of a green surface broken by white
patches, the dreamer who lives in the sleeper may evoke the
image of a meadow dotted with flowers, but this image is only
actualized by already becoming the image of a billiard table
furnished with balls, which in turn does not become actual
without becoming something else. These are not metaphors, but
4 becoming which can by right continue to infinity. In René Clair’s
Entr'acte, the dancer’s tutu seen from beneath ‘spreads out like a
flower’, and the flower ‘opens and closes its corolla, enlarges its
petals, and lengthens its stamens’, to turn back into the opening
legs of a dancer; the city lights become a ‘pile of lighted cigarettes’
in the hair of a man playing chess, cigarettes which in turn
become ‘the columns of a Greek temple, then of a silo, whilst the
chessboard becomes transparent to give a view of the Place de la
Concorde’.'® In Buiuel's Un chien andalou the image of the
thinning cloud which bisects the moon is actualized, but by
passing into that of the razor which bisects the eye, thus
maintaining the role of virtual image in relation to the nextone. A
tuft of hairs becomes a sea-urchin, which is transformed into a
circular head of hair, to give way to a circle of onlookers.
American cinema grasped this state of the dream-image at least
once, in the conditions of Buster Keaton’s burlesque, due to its
natural affinity with surrealism, or rather with Dadaism. In the
dream in Sherlock Junior, the image of the unbalanced chair in the
garden gives way to the somersault in the street, then to the
precipice at the edge of which the hero leans, but in the jaws of a
lion, then to the desert and the cactus on which he sits down, then
to the little hill which gives birth to an island battered by the
waves, where he dives into an already snowy expanse, from which
he emerges to find himself back in the garden. Sometimes the
dream-images are scattered thoughout a film, in such a way that it
is possible to reconstitute them in their totality. Thus, with
Hitchcock’s Spellbound the real dream does not appear in the
Daliesque paste and cardboard sequence, but is shared between
widely separated elements: these are the impressions of a fork on
a sheet which will become stripes on pyjamas, to jump to the
striations on a white cover, which will produce the widening-out
space of a washbasin, itself taken up by an enlarged glass of milk,
giving way in turn to a field of snow marked by parallel ski lines. A
series of scattered images which form a large circuit, of which
each one is like the virtuality of the next that makes it actual, until
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all return together to the hidden sensation which has all the time
been actual in the hero’s unconscious, that of the lethal toboggan,
Dream-images in turn seem to have two poles, which may be

distinguished according to their technical production. Ope

proceeds by rich and overloaded means — dissolves, super-
impositions, deframings, complex camera movements, special
effects, manipulations in the laboratory — going right to the
abstract, in the direction of abstraction. The other, on the
contrary, is very restrained, working by clear cuts or montage-cut,

making progress simply through a perpetual unhinging which
‘looks like’ dream, but between objects that remain concrete. The

techniques of the image always refers to a metaphysics of the
imagination: it is like two ways of imagining the passage from one

image to the other. In this respect dreamlike states are, in relation
to the real, a bit like the ‘anomalous’ states of a language systemin

relation to the current language: sometimes addition, compli-
cation, over-saturation, sometimes, in contrast, elimination, el-

lipse, break, cut, unhinging. If this second pole appears clearly in

dream in Murnau’s The Last Man, where the uncontrollable
batterers at the door are dissolved and superimposed, and tend

especially clear between Entr'acte and Un chien andalou: René |
Clair’s film multiplies every technique, taking them in the
direction of cinetic abstraction of the last mad race, whilst Buiiel's
film works through more restrained means, and maintains the
dominant circular shape in the consistently concrete objects that

he has following one another through definite cuts." But,_f

whichever pole is chosen, the dream-image obeys the same law:a
large circuit where each image actualizes the preceding one and is
actualized in the subsequent one, to return in the end to the

situation which set it off. It does not, then, guarantee the

indiscernibility of the real and the imaginary any more than the
recollection-image does. The dream-image is subject to the
condition of attributing the dream to a dreamer, and the
awareness of the dream (the real) to the viewer. Buster Keaton
purposely accentuates the split by maRing a frame which re-
sembles a screen, in such a way that the hero goes from the
semi-darkness of the room to the completely lit-up world of the
screen., . .

Perhaps there is a way to go beyond this splitin the large circuit,
through states of reverie, of waking dream, of strangeness or
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enchantment. For the whole group of these states, which differ
from the explicit dream, Michel Devillers prnposcd‘ a very
interesting notion, that of ‘implied dream’.' The opucal‘and
sound image is quite cut off from its motor extension, but it no
longer compensates for this loss by entering into relation with
explicit recollection-images or dream-images. If we likewise
attempt to define this state of implied dream, we would say that
the optical and sound image extends into movement of world. There
is definitely return to movement (hence its insufﬁcler?cy again).
But it is no longer the character who reacts to the optical-sound
situation, it is a movement of world which supplements the
faltering movement of the character. There takes place a kind of
worldizing [mondialization] or ‘societizing’ [mondianization], a
depersonalizing, a pronominalizing of the lost or blocked move-
ment."” The road is not slippery without sliding on itself. The
frightened child faced with danger cannot run away, but the
world sets about running away for him and takes him with it, as if
on a conveyor belt. Characters do not move, but, as in an
animated film, the camera causes the movement of the path on
which they change places, ‘motionless at a great pace’. The world
takes responsibility for the movement that the suhjgct can no
longer or cannot make. This is a virtual movement, but it becomes
actual at the price of an expansion of the totality of space and of a
stretching of time. Itis therefore the limit of the largest circuit. Of
course, these phenomena already appear in the dream: in
Buiiuel's Los Olvidados, in the dream of the Virgin with the chunk
of meat, the child is slowly sucked towards the meat rather than
thrusting himself forward; in the nightmare in Murnau’s Phan-
tom, the dreamer pursues the carriage, but is himself urged on by
the shadow of the houses which pursue him. However, it seems to
us that the explicit dream contains or retains these movements of
world which are, on the contrary, liberated in the implied dream.
One of the first great works in this direction was Epstein’s The
Fall of the House of Usher: the optical perceptions of things,
landscapes, or furniture, extend into infinitely stretched gestures
which depersonalize movement. Slow motion frees movement
from its moving body to make a sliding of world, a sliding of
ground, up to the final fall of the house. Hathaway's Peter Ibbetson
s less an American film of dream than an implied dream,
culminating with the avalanche of rocks and the collapse of the
castle made of clouds. The only film by Laughton, Night of the
Hunter, shows us the great pursuit of the children by the
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preacher; but the latter is dispossessed of his own movement of
pursuit in favour of his silhouette as shadow theatre, whilst the
whole of nature takes on the responsibility of the children’s
movement of flight, and the boat where they take refuge seems
itself a motionless shelter on a floating island or a conveyor belt.
In most of his films Louis Malle has more or less obviously used
movement of world, hence the enchantment of this work: the bolt
from the blue in The Lovers is mixed up with the extensions of the
park and the moon in the boat trip; bodily states themselves link
up with movements of world. From Lift to the Scaffold, it was the
halting of the lift which blocked the murderer’s movement, to put
in its place movements of world involving the other characters,
The culmination is Black Moon, where the depersonalized move-
ments take the heroine with the unicorn from one world to
another and still another: it is by running away from the initial
images of violence that the heroine moves from one world to the
other, in the sense that Sartre says that each dream is a world, and
even each phase or image of dream.” Each is marked by animals,
and is peopled by inversions (sound-inversion of speech, aber-

rations of behaviour such as when the old woman talks to the rats
and sucks the girl's breast). In Malle, it is always a movement of

world which brings the character to incest, prostitution, or
disgrace, and makes him capable of a crime like the one dreamed
of by the old man who tells tall stories (Atlantic City). In the whole
cinema of enchantment these universalized, depersonalized and

pronominalized movements, with their slow motion or rushing,

with their inversions, pass just as much through nature as

through artifice and the manufactured object. It was precisely a

whole enchantment of artifice and inversion that L'Herbier had

exhibited in The Fantastic Night, in order to extend the states of an

apparent sleeper. Neo-realism does not go back on, but on the
contrary remains true to, its aims, when it extends optical and
sound situations into artificial, yet cosmic movements which
involve characters: not only De Sica’s enchantment in Miracle in
Milan, but all Fellini’s fairgrounds, with rides, slides, tunnels,
stairways, rockets, or big dippers which ‘must lead the visitor-
- viewer from one particular space-time to another similarly
autonomous space-time’ (especially City of Women).*'

Musical comedy is the supreme depersonalized and prono-
minalized movement, the dance which outlines a dreamlike world
as it goes. In Berkeley, the multiplied and reflected girls form an
enchanted proletariat whose bodies, legs and faces are the parts
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of a great transformational machine: the ‘shapes’ are like
kaleidoscopic views which contract and dilate in an earthly or
watery space, usually shot from above, turning around the
vertical axis and changing into each other to end up as pure
abstractions.?? Of course, even in Berkeley, and all the more in
musical comedy in general, the dancer or couple retain an
individuality as creative source of movement. But what counts is
the way in which the dancer’s individual genius, his subjectivity,
moves from a personal motivity to a supra-personal element, to a
movement of world that the dance will outline. This is the
moment of truth where the dancer is still going, but already a
sleepwalker, who will be taken over by the movement which
seems to summon him: this can be seen with Fred Astaire in the
walk which imperceptibly becomes dance (Minnelli's Band
Wagon) as well as with Kelly in the dance which seems to have its
origin in the unevenness of the pavement (Donen'’s Singing in the
Rain). Between the motor step and the dance step there is
sometimes what Alain Masson calls a ‘degree zero’, like a
hesitation, a discrepancy, a making late, a series of preparatory
blunders (Sandrich’s Follow the Fleet), or on the contrary a sudden
birth (Top Hat). Astaire’s style has often been contrasted with
Kelly’s. And it is true that, in the former, the centre of gravity
passes outside his slight body, floats beyond him, and defies
verticality, rolls crosswise, and follows a line which is now only
that of his silhouette, his shadow or his shadows, to the extent that
it is his shadows which dance with him (Stevens's Swingtime).
Whilst, in the latter, the centre of gravity grounds itself vertically
in a compact body, to free and raise up from the inside the
mannequin who is the dancer. ‘Powerful acrobat’s movements
often augment the enthusiasm and force of Kelly, the way that he
gives himself some spring with a jump is sometimes easy to see.
Astaire’s gestures, in contrast, link up through a clear will of the
intellect, without ever surrendering movement to the body’, and
define ‘successive and perfect shadows’* It is like the two
extremes of grace as defined by Kleist, ‘in the body of a man
entirely deprived of consciousness and of the man who possesses
an infinite consciousness’, Kelly and Astaire. But, in both cases,
musical comedy is not content to get us into the dance, or, what
amounts to the same thing, to make us dream. The cinematogra-
phic act consists in this: that the dancer himself begins dancing, as
one starts to dream. If musical comedy gives us in an explicit way
so many scenes which work like dreams or pseudo-dreams with
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metamorphoses (Singing in the Rain, Band Wagon, and especially
Minnelli's An American in Paris), it is because it is entirely a gigantic
dream, but an implied dream, which in turn implies the passage
of a presumed reality in the dream.

However, even presumed, this reality is quite ambiguous. We
might present the case in two ways. On one hand we think that
musical comedy gives us in the first place ordinary sensory-motor
images, where the characters find themselves in situations to
which they will respond through their actions, but that more or
less progressively their personal actions and movements are
transformed by dance into movement of world which goes
beyond the motor situation, only to return to it, etc. Or we
suppose, on the other hand, that the point of departure only gave
the appearance of being a sensory-motor situation: at a deeper
level it was a pure optical and sound situation which had already
lost its motor extension; it was a pure description which had
already replaced its object, a film set pure and simple. In this case
the movement of world responds directly to the call of opsigns
and sonsigns (and the ‘degree zero’ no longer signals a progress-
ive transformation but the cancelling of the ordinary sensory-
motor links). In the first case, in the words of Masson, we move
from the narrative to the spectacular, we are admitted to the
implied dream; in the other we go from the spectacular to the
spectacle, just as from the film set to the dance, in the whole of an
implied dream which even envelops walking. The two points of
view are superimposed in musical comedy, but it is clear that the
second is more comprehensive. In Stanley Donen, the sensory-
motor situation allows ‘flat views’ to show through, postcards or
snapshots of landscapes, towns and silhouettes. It gives way to
those purely optical and sound situations where colour takes on a
fundamental value, and the action, itself flattened, is no longer
distinguishable from a moving element of the coloured film set.
So dance arises directly as the dreamlike power which gives depth
and life to these flat views, which makes use of a whole space in the
film set and beyond, which gives a world to the image, surrounds
it with an atmosphere of world (Pyjama Picnic, Singing in the Rain,
not just the dance in the street but the Broadway finale). ‘Dance
will thus guarantee the transition between the flat view and the
opening up of space.” It will be the movement of the world which
corresponds, in the dream, to the optical and sound image.

It fell to Minnelli to discover that dance does not simply give a
fluid world to images, but that there are as many worlds as
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images: ‘Every image’, Sartre said, ‘is surrounded by an atmos-
phere of world." The plurality of worlds is Minnelli's first
discovery, his very great position in cinema. But how, then, do we
pass from one world to the other? This is the second discovery;
dance is no longer simply movement of world, but passage from
one world to another, entry into another world, breaking in and
exploring. Itis no longer a matter of going from a world which is
real in general to particular dream-worlds, since the real world
would presuppose those links that the worlds of dreams seem to
disallow us, as in the inversion in Brigadoon, where the reality,
from which we are separated by the immortal and isolated village,
is now visible only in a vast high-angle shot. In Minnelli, every
world and every dream is shut in on itself, closed up around
everything it contains, including the dreamer. He has his
prisoner-sleepwalkers, his women-panthers, his women-warders
and his sirens. Each set attains its fullest power, and becomes pure
description of world which replaces the situation.”® Colour is
dream, not because the dream is in colour, but because colours in
Minnelli are given a highly absorbent, almost devouring, value.
This means that we have to insinuate ourselves, to let ourselves
become absorbed, without at the same time losing ourselves or
being snatched away. Dance is no longer the movement of dream
which outlines a world, but now acquires depth, grows stronger as
it becomes the sole means of entering into another world, that is,
into another’s world, into another’s dream or past. Yolande and
The Pirate will be the two great successes where Astaire and then
Kelly introduce themselves respectively into a girl’s dreams, and
not without mortal danger.*® And, in all the works that are not
musical comedy, but just comedies or dramas, Minnelli has to
have an equivalent of dance and song which always introduces the
character into the other’s dream. In Undercurrent, the young wife
will go to the very heart of her husband’s nightmare, on a Brahms
tune, to reach the dream and love of the unknown brother, so
passing from one world to another. Itis an escalator as movement
of world which, in The Clock, breaks the heel on the girl’s shoe and
carries her away into the waking dream of the soldier on leave.
With the grandiose Four Horsemen of the Apocalypse it takes the
heavy gallop of the knights and the horrible recollection of the
stricken father to snatch the aesthete from his own dream and get
him into the generalized nightmare of the war. Reality from this
point on will necessarily be conceived sometimes as the heart of a
nightmare, when the hero dies of being in this way a prisoner of
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the dream of the Other (not only The Four Horsemen, but in
Brigadoon the death of the man attempting to escape), sometimes
as a harmony of dreams with each other, in a happy ending where
each person finds himself again by being absorbed into the
opposite (thus, in The Perfect Wife, the dancer who reconciles the
two worlds in conflict). The relation between set-description and
movement-dance is no longer as with Donen, that between a flat
view and an organization of space, but that between an absorbent
world and a passage between worlds, for better or for worse.
Musical comedy has never come as close to a mystery of memory,
of dream and of time, as a point of indiscernibility of the real and
the imaginary, as in Minnelli. A strange and fascinating concep-
tion of dream, where the dream is all the more implied because it
always refers to the dream of another, or else — as in the
masterpiece Madame Bovary — cotstitutes itself a devouring,
merciless power, for its real subject.

Perhaps the renewal of burlesque by Jerry Lewis owes many of
its elements to musical comedy. We can briefly summarize the
succeeding ages of burlesque: it all began with an enormous
exaltation of sensory-motor situations, where the links of each of
them were enlarged and brought forward, indefinitely extended;
where the junctures and shocks between their independent
causal series were multiplied, forming a proliferating whole. And
in the second age this element would survive, with enrichments
and purifications (Keaton’s trajectories, Lloyd’s ascending series,
the dismantled series of Laurel and Hardy). But what char-
acterizes this second age is the introduction of a very strong
emotive, affective element into the sensory-motor scheme: this is
embodied, for example, in the pure quality of Buster Keaton's
impassive, reflective face, and also in the power of Chaplin’s
intense and variable face, in accordance with the two poles of the
action-image; however, in both cases, it is inserted and spreads
into the form of the action, whether it opens the ‘small form’ of
Chaplin or envelops and transforms the ‘large form’ of Keaton.
This affective element is found in the moonstruck pierrots
[pierrots lunaires] of burlesque: Laurel is lunatic, but so is Langdon
with his irresistible sleeps and waking dreams, and Harpo Marx’s
dumb character in the violence of his drives and the peace of his
harp. But even with Langdon, the affective element always
remains caught up in the mazes of the sensory-motor schema or
of the movement-image, giving the shocks and encounters of
causal series a new dimension which was lacking in the first age-
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The third age of burlesque implies the talkie, but the talkie comes
in here only as the support or condition of a new image: it is the
mental image which takes a sensory-motor texture to its limit, this
time regulating the detours, encounters and shocks by a chain of
logical relations as irrefutable as they are absurd or provocative.
This mental image is the discursive image as it appears in the big
speeches in Chaplin’s talking films; it is also the argument-image
in the nonsense of Groucho Marx or of Fields. Brief as this
analysis is, it may lead us to foresee how a fourth stage or age is
going to arise: a breaking of sensory-motor links, an inauguration
of pure optical and sound situations which, instead of extending
into action, enter into a circuit which turns back on them, then
launch another circuit. This is what we see in Jerry Lewis. The set
has its own importance, pure description having replaced its
object, as in the famous girls’ house seen in its entirety in section in
Ladies’ Man, whilst the action gives way to the grand ballet of the
Devouring Woman and the hero become dancer. Itisin this sense
that Jerry Lewis’s burlesque finds its source in musical comedy.*”
And even the way he walks seems like so many misperformed
dance steps, an extended and recommenced ‘degree zero’, with
every possible variation, until the perfect dance is born ( The
Patsy).

The sets present an intensification of forms, colours and
sounds. Jerry Lewis’s character, more involuted than infantile, is
such that everything resonates in his head and soul; but,
conversely, his smallest sketched or inhibited gestures, and the
inarticulate sounds he comes out with, in turn resonate, because
they set off a movement of world which goes as far as catastrophe
(the destruction of the set at the music professor’s in The Patsy), or
which travels from one world to another, in a pulverizing of
colours, a metamorphosis of forms and a mutation of sounds (The
Nutty Professor). Lewis takes up a classic figure of American
cinema, that of the Loser,?* of the born loser, whose definition is:
he ‘goes too far’. But itis precisely in the burlesque dimension that
this ‘too far’ becomes movement of world which saves him and
will make him a winner. His body is shaken by spasms and various
currents, successive waves, as when he is going to throw the dice
(Hollywood or Bust). This is no longer the age of the tool or
machine, as they appear in the earlier stages, notably in the
machines of Keaton that we have described. This is a new age of
electronics, and the remote controlled object which substitutes
optical and sound signs for sensory-motor ones. Itis nolonger the
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machine that goes wrong and goes mad, like the feeding-machine
in Modern Times, it is the cold rationality of the autonomous
technical object which reacts on the situation and ravages the set;
not just the electronic house and the lawn-mowers in It's Only
Money, but the caddies who destroy the self-service (The Disorderly
Orderly) and the Hoover that devours everything in the shop,
goods, clothes, customers and wallpaper (Who's Minding the
Store).* The new burlesque no longer originates in an output of
energy by the character, who spreads and grows as before. It
arises from the fact that the character places himself (involunta-
rily) on an energy band which carries him along and which is
precisely movement of world, a new way of dancing, of modulat-
ing: ‘the low frequency wave-action takes the place of heavy duty
mechanics and the full blownness of gestures’.* It is here for
once, that it can be said that Bergson is outstripped: the comic is
no longer something mechanical stuck on to something living, but
movement of world carrying away and sucking up the living.
Jerry Lewis’s use of modern techniques taken to extremes
(particularly the electronic circuit which he invented) is only of
interest because it corresponds to the form and content of this
new burlesque image. Pure optical and sound situations, which
are no longer extended into action, but are connected back to a
wave. And it is this wave, movement of world on which the
character is placed as if in orbit, which will provoke the finest of
Jerry Lewis’s themes, in that very special fantasizing or that state
of implied dream: the ‘proliferations’ by which the burlesque
character makes others swarm together (the six uncles in Family
Jewels), or implicates others who are absorbed (the three in Three
on a Couch); the cases of ‘spontaneous generation’ of faces, bodies,
or crowds; the ‘agglutinations’ of characters who meet, join
together and separate (The Big Mouth).*'

This new age of burlesque was invented by Tati in his own way,
without there being a resemblance but with a lot of correspond-
ences between the two authors. In Tati, the pane, the ‘shop
window’, became the supreme optical and sound situation. The
waiting-room in Playtime, the exhibition park in Traffic (as
essential as the fairground in Fellini) were so many set-
descriptions, opsigns and sonsigns which made up burlesque’s
new substance.* Sound, as we shall see, enters into profoundlY
creative relations with the visual, because both cease to be
integrated into simple sensory-motor schemata. It is enough for
Mr Hulot to appear, with his walk which at each step gives birth to
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adancer which it takes up and sets off again: a cosmic wave enters,
like the wind and storm in the little beach hotel in Mr Hulot's
Holiday; the electronic house in Mon oncle breaks down in a
depersonalized, pronominalized movement; the restaurant in
Playtime goes to pieces in a flourish which suppresses one
description in order to give rise to a different one. Mr Hulot is
always ready to be carried away by the movements of world to
which he gives rise or rather which themselves wait for him to be
born. The whole genius of Tati is a low-frequency wave-action,
but one which spreads Mr Hulots everywhere, forms and breaks
up groups, joins and separates characters, in a kind of modern
ballet, like that of the little cobbles in the garden in Mon oncle, or
the scene of the mechanics’ weightlessness in Traffic. The awaited
fireworks in Mr Hulot’s Holiday are already, as Daney says of
Parade, the luminous trail of colours in an electronic landscape.

Tati hid away his own fantasizing and restrained any move-
ment of musical comedy which could come from it, in favour of
sound and visual configurations capable of making up a new
op'art, a new son’art. It is Jacques Demy who takes up the thread,
not with musical comedy, but a sung opera, a popular opera, as he
calls it. He perhaps takes up the thread with what was most
original in René Clair, when the situation became pure set valid
for itself, whilst the action gave way to a popular sung ballet where
the groups and characters chased each other, crossed in front of
each other, played pass the slipper and the four corners game.***
In Demy we witness optical and sound situations realized by
coloured set-descriptions, which no longer extend into actions
but into songs, producing in some sense an ‘unhooking’, a
'discrepancy’ of the action. We find both levels: on one hand
sensory-motor situations defined by the city, its people, its classes,
the relations, actions and passions of the characters. But, in
another way, and at a deeper level, the city merges with what
provides the set in it, Pommeraye passage; and the sung action
becomes a movement of city and classes, where the characters
Pass without recognizing each other, or on the contrary find each
other, take up opposite positions, unite, stir each other up and
S¢parate in a purely optical and sound situation which traces an
implied dream around them, ‘charmed circle’ or real ‘enchant-
ment’.* As with Lewis and Tati, it is set which replaces situation,
and the to-and-fro which replaces action.




4 The crystals of time

1

The cinema does not just present images, it surrounds them with
aworld. This is why, very early on, it looked for bigger and bigger
circuits which would unite an actual image with recollection-
images, dream-images and world-images. This is surely the
extension that Godard calls into question in Slow Motion, when he
takes issue with the vision of the dying (‘'I'm not dead, because my
life hasn't passed before me’). Should not the opposite direction
have been pursued? Contracting the image instead of dilating it.
Searching for the smallest circuit that functions as internal limit
for all the others and that puts the actual image beside a kind of
immediate, symmetrical, consecutive or even simultaneous
double. The broad circuits of recollection in dream assume this
narrow base, this extreme point, and not the other way round.
This sort of direction already appears in links through flashback:
in Mankiewicz, a short circuit is produced between the character
who tells a story ‘in the past’ and the same person in so far as he
has surprised something in order to be able to relate it; in Carné,
in Daybreak, all the circuits of recollection which bring us back
each time to the hotel room, rest on a small circuit, the recent
recollection of the murder which has just taken place in this very
same room. If we take this direction to its limit, we can say that the
actual image itself has a virtual image which corresponds to it like
a double or a reflection. In Bergsonian terms, the real object is
reflected in a mirror-image as in the virtual object which, from its
side and simultaneously, envelops or reflects the real: there is
‘coalescence’ between the two.' There is a formation of an image
with two sides, actual and virtual. It is as if an image in a mirror, a
photo or a postcard came to life, assumed independence and
passed into the actual, even if this meant that the actual image
" returned into the mirror and resumed its place in the postcard or
photo, following a double movement of liberation and capture.
We recognize here the very specific genre of description which,
according to Robbe-Grillet’s requirement, instead of being con-
cerned with a supposedly distinct object constantly both absorbs
and creates its own object.? Ever vaster circuits will be able t0
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develop, corresponding to deeper and deeper layers of reality
and higher and higher levels of memory or thought. But it is this
most restricted circuit of the actual image and its virtual image
which carries everything, and serves as internal limit. We have
seen how, on the broader trajectories, perception and recollec-
tion, the real and the imaginary, the physical and the mental, or
rather their images, continually followed each other, running
behind each other and referring back to each other around a
point of indiscernibility. But this point of indiscernibility is
precisely constituted by the smallest circle, that s, the coalescence
of the actual image and the virtual image, the image with two
sides, actual and virtual at the same time. We gave the name
opsign (and sonsign) to the actual image cut off from its motor
extension: it then formed large circuits, and entered into
communication with what could appear as recollection-images,
dream-images and world-images. But here we see that the opsign
finds its true genetic element when the actual optical image
crystallizes with its own virtual image, on the small internal circuit.
This is a crystal-image, which gives us the key, or rather the
‘heart’, of opsigns and their compositions. The latter are nothing
other than slivers of crystal-images.

The crystal-image, or crystalline description, has two definite
sides which are not to be confused. For the confusion of the real
and the imaginary is a simple error of fact, and does not affect
their discernibility: the confusion is produced solely ‘in someone’s
head’. But indiscernibility constitutes an objective illusion; it does
not suppress the distinction between the two sides, but makes it
unattributable, each side taking the other’s role in a relation
which we must describe as reciprocal presupposition, or reversi-
bility.* In fact, there is no virtual which does not become actual in
relation to the actual, the latter becoming virtual through the
same relation: it is a place and its obverse which are totally
reversible. These are ‘mutual images’ as Bachelard puts it, where
an exchange is carried out.* The indiscernibility of the real and
the imaginary, or of the present and the past, of the actual and the
virtual, is definitely not produced in the head or the mind, itis the
objective characteristic of certain existing images which are by
nature double. Hence two orders of problems arise, one of
structure, the other of genesis. First, what are these consolidates
of actual and virtual which define a crystalline structure (in a
general, aesthetic, rather than a scientific, sense)? And, later on,
what is the genetic process which appears in these structures?

—
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The most familiar case is the mirror. Oblique mirrors, concave
and convex mirrors and Venetian mirrors are inseparable from a
circuit, as can be seen throughout Ophiils’s work, and in Losey,
especially in Eve and The Servant” This circuit itself is an
exchange: the mirror-image is virtual in relation to the actual
character that the mirror catches, but it is actual in the mirror
which now leaves the character with only a virtuality and pushes
him back out-of-field. The exchange is all the more active when
the circuit refers to a polygon with a growing number of sides: as
in a face reflected on the facets of a ring, an actor seen in an

infinity of twins. When virtual images proliferate like this, all

together they absorb the entire actuality of the character, at the
same time as the character is no more than one virtuality among
others. This situation was prefigured in Welles's Citizen Kane,
when Kane passes between two facing mirrors; but it comes to the
fore in its pure state in the famous palace of mirrors in The Lady
from Shanghai, where the principle of indiscernibility reaches its
peak: a perfect crystal-image where the multiple mirrors have

assumed the actuality of the two characters who will only be able

to win it back by smashing them all, finding themselves side by
side and each killing the other.

The actual image and its virtual image thus constitute the

smallest internal circuit, ultimately a peak or point, but a physical
point which has distinct elements (a bit like the epicurean atom).
Distinct, but indiscernible, such are the actual and the virtual
which are in continual exchange. When the virtual image
becomes actual, itis then visible and limpid, as in the mirror or the
solidity of finished crystal. But the actual image becomes virtualin
its turn, referred elsewhere, invisible, opaque and shadowy, likea

crystal barely dislodged from the earth. The actual-virtual couple

thus immediately extends into the opaque-limpid, the expression
of their exchange. But it needs only a modification of conditions
(notably of temperature) for the limpid face to darken, and for
the opaque face to acquire or rediscover its limpidity. The
exchange is started again. So long as the conditions are not made
precise there is definitely a distinction between the two sides, but
they are indiscernible. This situation seems to bring us close t0
science. And it is no accident that it is developed in Zanussi as 2
result of a scientific inspiration. What interests Zanussi, however,
is the ‘power’ of science, its relation to life, and first of all its
projection into the life of men of science themselves.® The
Structure of Crystals clearly shows two men of science, one of whom
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shines and already possesses all the light of official science, pure
science, whilst the other has withdrawn into an opaque life and
obscure tasks. But, from another point of view, is it not the
obscure face which becomes luminous, even if this light is no
longer that of science, even if it becomes more like faith as in an
Augustinian ‘illumination’, whilst the representatives of pure
science become peculiarly opaque and pursue projects with a
shameful will to power (Camouflage, The Imperative)? Zanussi is one
of those authors who, since Dreyer, have known how to enrich
dialogue with a religious, metaphysical, or scientific content,
while still keeping it as the most everyday and trivial determin-
ation. And this success comes precisely from a principle of
indiscernibility. Which is luminous, the clear scientific schema of
a brain section, or the opaque cranial dome of a monk at prayer
(Illumination)? Between the two distinct sides, a doubt will always
remain, preventing us from knowing which is limpid and which is
dark, considering the conditions. In A Woman’s Decision, the two
protagonists ‘stay in the middle [milieu] of their fight, frozen and
covered in mud, while the sun rises’” This is because the
conditions echo the environment [milieu] too, like the weather
conditions that we see again and again in Zanussi. The crystal is
no longer reducible to the external position of two mirrors face to
face, but to the internal disposition of a seed in relation to the
environment. What will be the seed with which we can sow the
environment, this desert-like and snowy expanse which is opened
out in Zanussi’s films? Or else, despite men’s efforts, will the
environment remain amorphous, at the same time as the crystal is
emptied of its interiority, and as the seed is only a seed of death,
fatal illness, or suicide (Spiral)? Exchange or indiscernibility thus
follow each other in three ways in the crystalline circuit: the actual
and the virtual (or the two mirrors face to face); the limpid and
the opaque; the seed and the environment. Zanussi attempts to
bring the whole cinema under the influence of these various
aspects of an uncertainty principle.

Zanussi has made an actor out of the man of science; that is, a
dramatic being par excellence. But this was already the situation of
the actor in himself: the crystal is a stage, or rather a track [piste],
before being an amphitheatre. The actor is bracketed with his
public role: he makes the virtual image of the role actual, so that
the role becomes visible and luminous. The actor is a ‘monster’, or
rather monsters are born actors — Siamese twin, limbless man —
because they find a role in the excess or shortcoming that affects
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them. But the more the virtual image of the role becomes actual
and limpid, the more the actual image of the actor moves into the
shadows and becomes opaque: there will be a private project of
the actor, a dark vengeance, a strangely obscure criminal or
justice-bringing activity. And this underground activity will
detach itself and become visible in turn, as the interrupted role
falls back into opacity. We can already recognize the dominant
theme of Tod Browning’s work, in silent film. A fake limbless
man takes to his role and has his arms really cut off, for the love of
the woman who could not bear men’s hands, but tries to recover
his dignity by organizing the murder of a rival who is whole (The
Unknown). In The Unholy Three, the ventriloquist Echo can no
longer speak except through his dummy, but regains control of
himself in the criminal project he pursues disguised as an old
woman, even though he confesses his crime through the mouth
of the man who was wrongly accused. The monsters in Freaks are
monsters only because they have been forced to move into their
explicit role, and it is through a dark vengeance that they find
themselves again and regain a strange clarity which arrives in the
lightning to interrupt their role.® In The Black Bird it is in the
course of a transformation that ‘the actor’ is struck by paralysis,
when he was going to use his role of bishop in a criminal intent: as
if the monstrous exchange suddenly froze. An abnormal, suffo-
cating slowness permeates Browning’s characters in general, in
the crystal. What we see in Browning is not a reflection on the
theatre or the circus, as we will see in others, but a double face of
the actor, that only the cinema could capture by instituting its own
circuit. The virtual image of the public role becomes actual, butin
relation to the virtual image of a private crime, which becomes
actual in turn and replaces the first image. We no longer know
which is the role and which is the crime. Perhaps it needed an
extraordinary understanding between an actor and an author:
Browning and Lon Chaney. This crystalline circuit of the actor,
its transparent face and its opaque face, is travesty. If Browning
achieved a poetry of the unassignable in this way, it seems that two
great films of travesty have inherited his inspiration: Hitchcock’s
Murder, and Ichikawa's An Actor’s Revenge, with its marvellous
black backgrounds.

To such a varied list we should add the ship. It too is a track, 2
circuit. Itis as if, as in Turner’s paintings, splitting in two is not an
accident, but a power which is part of the ship. It is Herman
Melville who, in his novels, fixed this structure for all time. Se
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impregnating the sea, the ship is caught between its two crystal-
line faces: a limpid face which is the ship from above, where
everything should be visible, according to order; an opaque face
which is the ship from below, and which occurs underwater, the
black face of the engine-room stokers. But itis as if the limpid face
actualizes a kind of theatre or dramaturgy which takes hold of the
passengers themselves, whilst the virtual passes into the opaque
face, and is actualized in turn in the settling of scores between
engineers, in the demonic perversity of a boatswain, in a captain’s
obsession, in the secret revenge of insurgent blacks.” This is the
circuit of two virtual images which continually become actual in
relation to each other, and are continually revived. It is not so
much Huston’s Moby Dick which gives the cinematographic
version of the ship, but rather Welles’s The Lady from Shanghai, in
which the majority of the forms of the crystal-image are un-
doubtedly to be found: the yacht called ‘The Circe’ reveals a
visible face and an invisible face, a limpid face that for a moment
the naive hero allows himself to be caught by, while the other face,
the opaque one, the great dark stage of the aquarium of
monsters, rises in silence and grows as the first one becomes vague
or blurred. And, in a different way, it is Fellini who discovers,
beyond the circus-track, a circuit of the ship as ultimate fate. The
ship in Amarcord already presented itself as a vast seed of death or
life on the sea of plastic. But, in The Ship Sails On, the ship makes
the face of a growing polygon proliferate. It initially splits in two
according to the division of bottom and top: the entire visible
order of the ship and its sailors is at the service of the grand
dramaturgical project of the singer-passengers; but, when these
passengers from the top come to see the proletariat at the bottom,
itis the latter who become in turn spectators, and listeners to the
singing competition which they impose on those at the top, or to
the musical competition in the kitchens. Then the split changes its
orientation and now divides the singer-passengers and the
proletarian-shipwrecked on the bridge: here again the exchange
1s made between the actual and the virtual, the limpid and the
Opaque, in a Bartok-like musical device. Then, later, the split has
become almost a splitting in two: the dark warship, blind and
tlosed-up, terrifying, which arrives to reclaim the fugitives, is
dCtualized all the better because the transparent ship carried out
'fl-‘i funerary dramaturgy in a marvellous circuit of faster and
dster images where the two ships end up exploding and sinking,
Bving back to the sea what ends up as the sea, an eternally
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amorphous environment, a melancholy rhinoceros which stands
for Moby Dick. This is the mutual image, this is the cycle of the
crystal ship in a pictorial and musical end of the world, and,
among the final gestures, the young maniacal terrorist who
cannot stop himself throwing a final bomb into the dark ship’s
narrow porthole.

The ship can also be the ship of the dead, the nave of a simple
chapel as place of an exchange. The virtual survival of the dead
can be actualized, but is this not at the price of our existence,
which becomes virtual in turn? Is it the dead who belong to us, or
we who belong to the dead? And do we love them against the
living, or for and with life? Truffaut's fine film, The Green Room,
arranges the four faces which form a strange green crystal, an
emerald. At one point, the hero hidesin alittle shelter with dulled
windows with green reflections, where he seems to have a
glaucous existence, where it is impossible to tell whether he is
living or dead. And in the chapel’s crystal can be seen a thousand
candles, a bush of fire which is always missing a branch to make it
into the ‘perfect figure’. The final candle of he or she who has
been able to light only the last-but-one will always be missing, in
an irreducible persistence of life which makes the crystal infinite.

The crystal is expression. Expression moves from the mirror to
the seed. It is the same circuit which passes through three figures,
the actual and the virtual, the limpid and the opaque, the seed
and the environment. In fact, the seed is on the one hand the
virtual image which will crystallize an environment which is at
present [actuellement] amorphous; but on the other hand the latter
must have a structure which is virtually crystallizable, in relation
to which the seed now plays the role of actual image. Once again
the actual and the virtual are exchanged in an indiscernibility
which on each occasion allows distinction to survive. In a famous
sequence in Citizen Kane, the little glass ball breaks apart when it
falls from the hands of the dying man, but the snow that it
contained seems to come towards us in gusts to impregnate the
environment [milieux] that we will discover. We do not know in
advance if the virtual seed (‘Rosebud’) will be actualized, because
we do not know in advance if the actual environment enjoys the
corresponding virtuality. Perhaps this is also the perspective from
which to understand the splendour of the images in Herzog's
Heart of Glass, and the film’s double aspect. The search for the
alchemical heart and secret, for the red crystal, is inseparable

from the search for cosmic limits, as the highest tension of the
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spirit and the deepest level of reality. But the crystal’s fire will
have to connect with the whole range of manufacturing for the
world, for its part to stop being a flat, amorphous environment
which f:nfl:f, at the edge of a gulf, and to reveal infinite crystalline
potentialities in itself (‘the earth rises up from the waters, I see a
new earth .. ").'" In this film Herzog has set out the greatest
crystal-images in the history of the cinema. There is an analogous
attempt in Tarkovsky, continued from one film to the next, but
always closed again: Mirror is a turning crystal, with two sides if we
relate it to the invisible adult character (his mother, his wife), with
four sides if we relate it to two visible couples (his mother and the
child he was, his wife and the child he has). And the crystal turns
on itself, like a homing device that searches an opaque environ-
ment: what is Russia, what is Russia . . .? The seed seems to be
frozen in these sodden, washed and heavily translucent images,
with their sometimes bluish, sometimes brown surfaces, while the
green environment seems, in the rain, to be unable to go beyond
the condition of a liquid crystal which keeps its secret. Are we to
believe that the soft planet Solaris gives a reply, and that it will
reconcile the ocean and thought, the environment and the seed,
at once designating the transparent face of the crystal (the
rediscovered woman) and the crystallizable form of the universe
(the rediscovered dwelling)? Solaris does not open up this
optimism, and Stalker returns the environment to the opacity of
an indeterminate zone, and the seed to the morbidity of some-
thing aborting, a closed door. Tarkovsky’s wash''"* (the woman
also washes her hair against a wet wall in Mirror), the rains that
provide rhythm for each film, as intense as in Antonioni or
Kurosawa, but with different functions, constantly bring us back
to the question: what burning bush, what fire, what soul, what
sponge will staunch this earth? Serge Daney observed that, after
[‘)ovzhenko, certain Soviet film-makers (or those from eastern
hyrope like Zanussi) kept the taste for heavy materials and dense
§tlll lifes which were, in constrast, removed by the movement-
Image in western cinema.'” In the crystal-image there is this
mutual search — blind and halting — of matter and spirit: beyond
the movement-image, ‘in which we are still pious’.

I'he seed and the mirror are taken up yet again, the one in the
work in process of being made, the other in the work reflected in
the work. These two themes, which had run through all the other
arts, had to affect cinema as well. Sometimes it is the film which is
reflected in a theatre play, a show, a painting, or, better, a film
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within the film; sometimes it is the film which takes itself as its
object in the process of its making or of its setbacks in being made.
And sometimes the two themes are quite distinct: in Eisenstein,
the montage of attractions already produced images in the mirror;
in Last Year in Marienbad by Resnais and Robbe-Grillet, the two big
theatre scenes are images in a mirror (and the entire Marienbad
hotel is a pure crystal, with its transparent side, its opaque side
and their exchange)." In contrast, Fellini’s 8/ is a seed-image, in
process of heing produced, which feeds on its setbacks (except
perhaps in the big scene with the telepath which introduces a
mirror-image). Wenders’s The State of Things is all the more in
seed-form because it aborts, becomes dispersed and can be
reflected only in the reasons which block it. Buster Keaton, who is
sometimes presented as a genius without reflection, is perhaps
the first along with Vertov to have introduced the film within the
film. In Sherlock Junior, this is in the form of a mirror-image; on
another occasion, in The Cameraman, it is in the form of a seed
which arrives directly via the cinema, even though manipulated
by a monkey or a reporter, and constitutes the film in process of
being made. Sometimes, on the other hand, in the manner of
Gide’s Counterfeiters, the two themes or the two cases cross and join
up, becoming indistinguishable.'* In Godard’s Passion, the pic-
torial and musical tableaux vivants are in the process of being
produced; at the same time the female worker, the wife and the
boss are the mirror-image of what, nevertheless, reflects them
themselves. In Rivette, theatrical representation is a mirror-
image but, precisely because it is constantly failing, is the seed of
that which does not manage to come to completion or to be
reflected, hence the very odd role of the rehearsals of Pericles in
Paris Belongs to Us, or Phaedra in L'amour fou. Yet another form
appears in Welles's Immortal Story: the whole film was the
mirror-image of a legend staged again by the old man, but at the
same time stood on its own terms as the initial occasion which
would make the legend itself germinate and give it back to the
sea.'

It was inevitable that the cinema, in the crises of the action-
image, went through melancholic Hegelian reflections on its own
death: having no more stories to tell, it would take itself as object
and would be able to tell only its own story (Wenders). But, in fact,
the work in the mirror and the work in the seed have always
accompanied art without ever exhausting it, because art found in
them a means of creation for certain special images. By the same
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token, the film within the film does not signal an end of history,
and is no more self-sufficient than is the flashback or the dream: it
is just a method of working, which must be justified from
elsewhere. In fact, it isa mode of the crystal-image. If this mode is
used, then it has to be grounded on considerations capable of
giving it a higher justification. It will be observed that, in all the
arts, the work within the work has often been linked to the
consideration of a surveillance, an investigation, a revenge, a
conspiracy, or a plot. This was already true for the theatre in the
theatre of Hamlet, but also for the novel of Gide. We have seen
the importance that this theme of the conspiracy takes on in the
cinema, with the crisis of the action-image; and it is not only in
Rivette — an irresistible atmosphere of conspiracy spreads
through Last Year in Marienbad. Y et all this would only constitute a
perspective of very secondary importance if the cinema did not
have the most powerful reasons for giving it new and specific
depth. The cinema as art itself lives in a direct relation with a
permanent plot [complot], an international conspiracy which
conditions it from within, as the most intimate and most
indispensable enemy. This conspiracy is that of money; what
defines industrial art is not mechanical reproduction but the
internalized relation with money. The only rejoinder to the harsh
law of cinema — a minute of image which costs a day of collective
work —is Fellini’s: ‘When there is no more money left, the film will
be finished.” Money is the obverse of all the images that the
cinema shows and sets in place, so that films about money are
already, if implicitly, films within the film or about the film.'® This
is the true ‘state of things’: it is not in a goal of cinema, as Wenders
s‘ays.lbut rather, as he shows, in a constitutive relation between the
film in process of being made and money as the totality of the film.
Wenders, in The State of Things, shows the deserted, run-down
h_mn_:l, and the film crew, each of whom returns to his solitude,
victim of a plot whose key is elsewhere; and this key is revealed in
the second half of the film as the other side, the mobile home of
the producer on the run who is going to get himself murdered,
causing the death of the film-maker, in such a way as to make
plain that there is not, and there never will be, equivalence or
‘-‘f]'tl‘al_ily in the mutual camera-money exchange.

I'his is the old curse which undermines the cinema: time is
Money. Ifitis true that movement maintains a set of exchanges or
1 €quivalence, a symmetry as an invariant, time is by nature the
‘Onspiracy of unequal change or the impossibility of an
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equivalence. It is in this sense that it is money: in Marx’s two
formulations, C-M-C is that of equivalence, but M-C-M is that of
impossible equivalence or tricked, dissymmetrical exchange,
Godard presented Passion as posing precisely this problem of
exchange. And if Wenders, as we saw in the case of his first films,
treated the camera as the general equivalent of all movement of
translation, he discovers in The State of Things the impossibility of
camera-time equivalence, time being money or the circulation of
money. L’Herbier had said it all, in an astonishing and mocking
lecture: space and time becoming more and more expensive in
the modern world, art had to make itself international industrial
art, that is, cinema, in order to buy space and time as ‘imaginary
warrants of human capital’.'” This was not the explicit theme of
the masterpiece Money, but it was its implicit theme (and in a film
of the same title, inspired by Tolstoy, Bresson shows that money,
because itis of the order of time, makes impossible any reparation
for evil done, any equivalence or just retribution, except of course

through grace). In short, the cinema confronts its most internal

presupposition, money, and the movement-image makes way for the

Pt

time-image in one and the same operation. What the film within the

film expresses is this infernal circuit between the image and
money, this inflation which time puts into the exchange, this
‘overwhelming rise’. The film is movement, but the film within
the film is money, is time. The crystal-image thus receives the
principle which is its foundation: endlessly relaunching exchange
which is dissymmetrical, unequal and without equivalence, giving

image for money, giving time for images, converting time, the

transparent side, and money, the opaque side, like a spinning top -

on its end. And the film will be finished when there is no more
money left . . .

2

The crystal-image may well have many distinct elements, but its
irreducibility consists in the indivisible unity of an actual image
and 'its’ virtual image. But what is this virtual image in coalescence
with the actual one? What is a mutual image? Bergson constantly
posed the question and sought the reply in time’s abyss. What is
actual is always a present. But then, precisely, the present changes
or passes. We can always say that it becomes past when it no longer
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is, when a new present replaces it. But this is meaningless.'® Itis
clearly necessary for it to pass on for the new present to arrive,
and it is clearly necessary for it to pass at the same time as it is
present, at the moment that it is the present. Thus the image has
to be present and past, still present and already past, at once and
at the same time. If it was not already past at the same time as
present, the present would never pass on. Thf: past does not
follow the present that itis no longer, it coexists with the present it
was. The present is the actual image, and its contemporaneous
past is the virtual image, the image in a mirror. Accordlng to
Bergson, ‘paramnesia’ (the illusion of déja-vu or already having
been there) simply makes this obvious point perceptible: there is a
recollection of the present, contemporaneous with the present
itself, as closely coupled as a role to an actor. ‘Our actual existence,
then, whilst it is unrolled in time, duplicates itself along with a
virtual existence, a mirror-image. Every moment of our life
presents the two aspects, it is actual and virtual, perception on the
one side apd recollection on the other ... Whoever becomes
conscious of the continual duplicating of his present into percep-
tion dnd recollection . . . will compare himself to an actor playing
his part automatically, listening to himself and beholding himself
playing.”

Bergson calls the virtual image ‘pure recollection’, the better to
distinguish it from mental images — recollection-images, dream
or dreaming — with which it might be readily confused. In fact,
the latter are certainly virtual images, but actualized or in the
course of actualization in consciousnesses or psychological states.
And they are necessarily actualized in relation to a new present, in
relation to a different present from the one that they have been:
hence these more or less broad circuits, evoking mental images in
accordance with the requirements of the new present which is
defined as later than the former one, and which defines the
former one as earlier according to a law of chronological
succession (the recollection-image will thus be dated). In contrast,
the virtual image in the pure state is defined, not in accordance
with a new present in relation to which it would be (relatively)
Past, but in accordance with the actual present of which it is the
Past, absolutely and simultaneously: although it is specific it is
none the less part of ‘the past in general’, in the sense that it has
Notyet received a date.” As pure virtuality, it does not have to be
“Ctualized, since it is strictly correlative with the actual image with
which it forms the smallest circuit which serves as base or point for
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all the others. It is the virtual image which corresponds to 3
particular actual image, instead of being actualized, of having to
be actualized in a different actual image. It is an actual-virtual
circuit on the spot, and not an actualization of the virtual in
accordance with a shifting actual. It is a crystal-image, and not an
organic image.

The virtual image (pure recollection) is not a psychological
state or a consciousness: it exists outside of consciousness, in time,
and we should have no more difficulty in admitting the virtual
insistence of pure recollections in time than we do for the actual
existence of non-perceived objects in space. What causes our
mistake is that recollection-images, and even dream-images or
dreaming, haunt a consciousness which necessarily accords them
a capricious or intermittent allure, since they are actualized
according to the momentary needs of this consciousness. But, if
we ask where consciousness is going to look for these recollection-
images and these dream-images or this reverie that it evokes,
according to its states, we are led back to pure virtual images of
which the latter are only modes or degrees of actualization. Just as
we perceive things in the place where they are, and have to place
ourselves among things in order to perceive them, we go to look
for recollection in the place where it is, we have to place ourselves
with a leap into the past in general, into these purely virtual
images which have been constantly preserved through time. It is
in the past as it is in itself, as it is preserved in itself, that we goto
look for our dreams or our recollections, and not the opposite.*!
It is only on this condition that the recollection-image will carry
the sign of the past which distinguishes it from a different image,
or the dream-image, the distinctive sign of a temporal perspec-
tive: they exhaust the sign in an ‘original virtuality’. This is why,
earlier, we were able to assimilate virtual images to mental images,
recollection-images, dream or dreaming: these were so many
incomplete solutions, but on the track of the right solution. The
more or less broad, always relative, circuits, between the present
and the past, refer back, on the one hand, to a small internal
circuit between a present and its own past, between an actual
image and its virtual image; on the other hand, they refer to
deeper and deeper circuits which are themselves virtual, which
each time mobilize the whole of the past, but in which the relative
circuits bathe or plunge to trace an actual shape and bring in their
provisional harvest.” The crystal-image has these two aspects:
internal limit of all the relative circuits, but also outer-most,
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variable and reshapable envelope, at the edge§ of the' wgrllii,
nd even moments of world. The little crystallm_e seed an the
bf:y"cr stallizable universe: everything is included in the capacity
‘:d%‘cxr)ansion of the collection constituted by the seed and the
Lt:iverse. Memories, dreams, even worl(!s are only ’apparelnt
relative circuits which depend on the variations of this Who e
They are degrees or modes of actualization which are s_pre‘ac‘l out
between these two extremes of t.hc a.ctual and_ the ‘vll‘lll;:ll‘. tI]e
actual and its virtual on the small circuit, expanding wrlughlws |'r}
the deep circuits. And it is from the inside lhfil the small interna
circuit makes contact with the deep ones, directly, through the
relative circuits. _
m:;ehlzl constitutes the crystal-image is thf.." most fundamental |
operation of time: since the past is constituted not after, the |
present that it was but at the same time, time has to split itself in
two at each moment as present and past, which f:ilffe:r from eac!}
other in nature, or, what amounts to the same thing, it has to split
the present in two heterogeneous directions, one of which is
launched towards the future while the other falls into the past. _
Time has to split at the same time as it sets itself out or unrolls
itself: it splits in two dissymmetrical jets, one of which make:f, all
the present pass on, while the other preserves all the past. Time
consists of this split, and it is this, it is time, that we see in the crystal.
The crystal-image was not time, but we see time in the crystal. We
see in the crystal the perpetual foundation of time, non-
chronological time, Cronos and not Chronos. This is the power- |
ful, non-organic Life which grips the world. The visionary, the
seer, is the one who sees in the crystal, and what he sees is the
gushing of time as dividing in two, as splitting. Except, Bergson
adds, this splitting never goes right to the end. In fact lhe.crysl.al
constantly exchanges the two distinct images which constitute it,
the actual image of the present which passes and the virtual image
of the past which is preserved: distinct and yet indiscernible, and
all the more indiscernible because distinct, because we do not
know which is one and which is the other. This is unequal
¢xchange, or the point of indiscernibility, the mutual image. Th_e
Crystal always lives at the limit, it is itself the ‘vanishing limit
between the immediate past which is already no lon’ger and the
immediate future which is not yet ... mobile mirror which
endlessly reflects perception in recollection’. What we see in the
¢rystal is therefore a dividing in two that the crystal itself
COnstantly causes to turn on itself, that it prevents from reaching
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completion, because it is a perpetual self-distinguishing, a distine-
tion in the process of being produced; which always resumes the
distinct terms in itself, in order constantly to relaunch them. ‘The
putting into abyss [mise—en~abyme] does not redouble the unit, as an
external reflection might do; in so far as it is an internal
mirroring, it can only ever split it in two’, and subject it ‘to the
infinite relaunch of endlessly new splitting’.?* The crystal-image
is, then, the point ofindiscernibili(y of the two distinct images, the
actual and the virtual, while what we see in the crystal is time itself,
a bit of time in the pure state, the very distinction between the two
images which keeps on reconstituting itself. So there will be
" different states of the crystal, depending on the acts of jts
formation and the figures of what we see in it. We analysed earlier
the elements of the crystal, but not the crystalline states; each of
these states we can now call crystal of time > _
Bergson’s major theses on time are as follows: the past coexists
with the present that it has been: the past is preserved in itself, as
past in general (non-chronological); at each moment time splits
itself into present and past, present that passes and past which is
preserved. Bergsonism has often been reduced to the followin
idea: duration is subjective, and constitutes our internal life. And
itis true that Bergson had to express himself in this way, at least at
the outset. But, increasingly, he came to say something quite
| different: the only subjectivity is time, non-chronological time
grasped inits foundation, and it is we who are internal to time, not

but just the opposite, the interiority in which we are, in which we
move, live and change. Bergson is much closer to Kant than he
himself thinks: Kant defined time as the form ofinleriori[y, in the
sense that we are internal to time (but Bergson conceives this
form quite differently from Kant). In the novel, it is Proust who
says that time is not internal to us, but that we are internal to time,
which divides itself in two, which loses itself and discovers itself in
itself, which makes the present pass and the past be preserved. In
the cinema, there are perhaps three films which show how we
inhabit time, how we move in it, in this form which carries us
away, picks us up and enlarges us: Dovzhenko's Zvenigora,
Hitchock’s Vertigo and Resnais’ Je t'aime je taime. In Resnais’ film,
the opaque hyper-sphere is one of the most beautiful crystal-
images, while what we see in the crystal is time itself, the gushing
| forth of time. Subjectivity is never ours, it is time, that is, the soul
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i\
the spirit, the virtual. The actual is always objective, l?ut the |
(.)-rr[ual is subjective: it was initially the affect, thal‘whu?h' we |
o yerience in time; then time itself, pure virtuality which divides |
i:f:lf in two as affector and affected, ‘the affection of self by self’
I -
as definition of time.

the other way round. That we are in time looks like 2 common-
place, yet it is the highest paradox. Time is not the interior in us,
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Let us suppose an ideal state which would be the pe{flfc‘t,
completed crystal. Ophiils’s images are perfect crystals. _ ~e|r
facets are oblique mirrors, as in Madamcf de... And the mirrors
are not content with reflecting the actual image, but constitute the
prism, the lens where the split image constantly runs after itself to
connect up with itself, as on the circus-track in Lola Montez. On the

track or in the crystal, the imprisoned characters bustle, acting

and acted on, a bitlike Raymond Roussel’s heroes exercising their

prowess at the heart of a diamond or a glass cage, under an
iridescent light (The Tender Enemy). One can only just turn in the

crystal: hence the round of episodes, and also of colours (Lola

Montez), of waltzes and also of earrings (Madame de . . .), of !he
master of ceremonies’ visions in the round in La ronde. Crysta.lllnc
perfection lets no outside subsist: there is no outside of the mirror
or the film set, but only an obverse when‘e the characters who
disappear or die go, abandoned by life which !hrusts itself back
into the film set. In House of Pleasure, the tearlng-(?ff of the old
dancer’s mask reveals no outside but an obverse whl-'::h sends and
guides the busy doctor back to the ball.?® And, even in his tender
and familiar asides, the pitiless M. Loyal in Lola Montez kFeps on
thrusting the failing heroine back on the stage. If we consider the
relations between theatre and cinema in general, we no longer
find ourselves in the classical situation where the two arts are two
different ways of actualizing the same virtual image, but nel_the‘r
do we find ourselves in the situation of a 'montage of attraction’,
where a theatrical spectacle (or a circus, etc.), being filmed, itself
plays the role of a virtual image which W(_)uld serve to extend the
4Ctual images by succeeding them for a time, during a sequ_erl(:f:.
The situation is quite different: the actual image anfi lh,e vlrn_ml
image coexist and crystallize; they enter into a circuit which
brings us constantly back from one to the other; they form one
4nd the same ‘scene’ where the characters belong to the real and
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yet play a role. In short, it is the whole of the real, life in its
entirety, which has become spectacle, in accordance with the
demands of a pure optical and sound perception. The scene,
then, is not restricted to providing a sequence but becomes the
cinematographic unity which replaces the shot or itself consti-
tutes a sequence shot. It is a properly cinematographic theatri-
cality, the ‘excess of theatricality’ that Bazin spoke of, and that
only cinema can give to theatre.

Its origin would perhaps be Tod Browning’s masterpieces. At
any event, Ophiils’s monsters do not really need a monstrous
appearance. They pursue their round in frozen and iced images.
And what do we see in the perfect crystal? Time, but time which
has already rolled up, rounded itself, at the same time as it was
splitting. Lola Montez can include flashbacks: the film would be
enough to confirm, if it were necessary, the degree to which the
flashback is a secondary procedure whose value arises only from
serving a deeper move. For what counts is not the link between
the actual and miserable present (the circus) and the recollection-
image of former magnificent presents. The evocation is certainly
there; but what it reveals at a deeper level is the dividing in two of
time, which makes all the presents pass and makes them tend
towards the circus as if towards their future, but also preserves all
the pasts and puts them into the circus as so many virtual images
in pure recollections. Lola Montez herself experiences the vertigo
of this dividing in two when, drunk and feverish, she is about to
throw herself from the top of the marquee into the tiny net which
is waiting for her below: the whole scene is seen as in the lens of
the pen-holder dear to Raymond Roussel. The dividing in two,
the differentiation of the two images, actual and virtual, does not
g0 to the limit, because the resulting circuit repeatedly takes us
back from one kind to the other. There is only a vertigo, an
oscillation.

In Renoir too, from The Little Match-Girl where the Christmas
tree appears adorned with crystals, automata and living beings,
objects and reflections enter into a circuit of coexistence and
exchange which constitutes a ‘theatricality in the pure state’. And
itis in The Golden Coach that this coexistence and exchange will be
taken to their highest point, with the two sides of the camera or
the image, the actual image and the virtual image. But what are
we to say when the image ceases to be flat or double-faced, and
depth of field adds a third side to it? It is depth of field, for
example in La régle du jeu, which ensures a nesting of frames, a
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waterfall of mirrors, a system of rhymes betweenl mfistel:sl fmg
valets, living beings and automata, thtf:atre and reality, actual an
+ tual. Itis depth of field which substitutes the scene _for the shot.
‘\\I,re will be all the more hesitant to give it the role intended bly
Bazin, namely a pure function of reality. The function of dcplhlls
rather to constitute the image in crySI.al. and to absorb the re.:}
which thus passes as much into the virtual as into the actual.
There is, however, a great difference between the crystals of
Renoir and those of Ophiils. In Renoir, the cry‘stal is never pure
and perfect; it has a failing, a point of flight, a ﬂaw: Itis a_lways
cracked. And thisis what depth of field reveals: there s not 5|mp‘ly
a rolling-up of a round in the crystal; someth'ng is going to s‘h([;
away in the background, in depth, through the third side or thir
dimension, through the crack. This was already true of the
mirror in the flat image, as in The Golden Coach, but it was less
visible, whilst depth makes it clear that the crystal is there so
something can escape in it, in the backgr‘ound, through the
background. La régle du jeu produces a coexistence of the actual
image of men and the virtual image of beasts, the actual image of
living beings and the virtual image of automata, the‘actual image
of characters and the virtual image of their roles durl'ng the party,
the actual image of the masters 'nd their virtuz}l image in the
servants, the actual image of the servants and the:lt‘ \nru{al image
in the masters. Everything is mirror-images, distributed in df:ptl}.
But depth of field always arranges a background in the circuit
through which something can flee: the crack. Itis interesting that
a number of answers have been given to the question, who does
not play the rules of the game? Truffaut, for insl:dnce. says that it
is the airman. Yet the airman remains locked into the crystal,
prisoner of his role, and hides when the woman proposes that he
should escape with her. As Bamberger observed, the ‘only
character who is out of line [kors régle], not allowed in the chateau
and yet belonging to it, neither outside nor inside, but always in
the background, is the gamekeeper, the only person who dpe_'s_nm
have a double or reflection. Bursting in, despite the prohibition,
In pursuit of the poaching valet, mistakenly killing the airman, he
is the one who breaks the circuit, who shatters the cracked crystal
with rifle shots and causes its contents to escape. _ _
La regle du jeu is one of Renoir’s finest _ﬁlr‘ns‘. but it does not give
us the key to the others. For it is pessumlsllc,_and procee(!s by
Violence. And it does violence first of all to Renoir’s complete ?dea.
This complete idea is that the crystal or the scene is not restricted
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to putting into circuit the actual image and the virtual image, and
absorbing the real into a generalized theatre. Without recourse to
violence, and through the development of an experimentation,
something will come out of the crystal, a new Real will come out
beyond the actual and virtual. Everything happens as if the circuit
served to try out roles, as if roles were being tried in it until the
right one were found, the one with which we escape to enter a
clarified reality. In short, the circuit, the round, are not closed
because they are selective, and produce a winner each time.
Renoir has sometimes been criticized for his taste for the
makeshift and improvisation, both in his direction in general, and
in hisdirecting of the actors. This is in fact a creative virtue, linked
to the substitution of the scene for the shot. According to Renoir,
theatre is inseparable — for both characters and actors — from the
enterprise of experimenting with and selecting roles, until you
find the one which goes beyond theatre and enters life.* In his
pessimistic moments, Renoir is doubtful that there can be a
winner: in that case there are only the keeper’s shots which make
the crystal explode, as in La régle du jeu, or the turbulence of the
river swollen by the storm and stung by the rain in A Day in the
Country. But, following his temperament, Renoir bets on a win:
something takes shape inside the crystal which will succeed in
leaving through the crack and spreading freely. This was already
the case with Boudu, who rediscovers the thread of water when
he comes out of the intimate, closed-in theatre of the bookshop
where he has tried many roles. It will be the case with Harriet in
the grandiose film The River, where the children, sheltered in a
kind of crystal or Hindu pavilion, try roles, some of which take a
tragic turn, as a result of which the younger brother dies
tragically, but in which the girl will serve her apprenticeship, until
she finds in it the powerful will for life which becomes identified

with the river and joins it again on the outside. A film strangely

close to Lawrence. For Renoir, theatre is primary, but because life

must emerge from it. Theatre is valuable only as a search for an

art of living; this is what the disparate couple in Little Theatre

learn. ‘Where then, does theatre finish and life begin?’ remains

the question always asked by Renoir. We are born in a crystal, but

the crystal retains only death, and life must come out of it, after

trying itself out. Even as an adult, the teacher in Picnic on the Grass

will experience this adventure. The wild dance at the end of
French Cancan is not a round, a flowing-back of life into the circuit,

into the theatrical scene, as in Ophiils, but, on the contrary, a
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allop, a means by which theatre opens into life, pours gulfi;lkz
life, carrying Nini along in a lrogbled stream. At the end o 1 .
Golden Coach, three characters will have founq their living role,
Jrhi]c Camilla will remain in the crystal, to try still other roh?s 1n2:l,
= e of which will perhaps make her discover the true Camilla.”™
Un’['his is why, although he fully shares the general taste of the
French school for water, Renoir makes such a special use of it.
There are, according to hin?, two states of water, the frozen water
of the glass pane, the ﬂzft mirror, or the deep crystal, apd tl?e fasl,
flowing water (or the wind, which pla):s the same role in Picnic on
the Grass). Rather than being nat.urahsm, this is much closer to
Maupassant, who often sees things through a pane, before
following their course on a river. In A Day in the (_Jaumtr?' it is
through the window that the two men observe the farr.uly arriving,
each of the two playing his role, one that of the cynic, the oll.ler
that of the scrupulous sentimentalist. But, when the action
develops on the river, the test o_f life causes the. roles to be
dropped, and shows a good sort in the cynic, while the senti-
mental one is revealed as an unscrupulous seducer. Ly
What we see through the pane or in the crysta{ is time, in its
double movement of making presents pass, replacing one by the
next while going towards the future, but als? ol: preserving all th‘e
past, dropping it into an obscure depth. This c_lw:dlng_m two, this
differentiation, did not achieve completion in Ophiils because
time rolled itself up, and its two aspects relaunched themselves
into the circuit whose poles they recharged while blocking up the
future. Now, in contrast, the dividing in two can come to
completion, but precisely on condition that one of the two
tendencies leaves the crystal, through the point of flight. From
the indiscernibility of the actual and the virtual, a new distinction
must emerge, like a new reality which was not pre-existent.
Everything that has happened falls back into the CI:yslal and stays
there: this is all the frozen, fixed, finished-with and over-
conforming roles that the characters have tried in turn, dead
roles or roles of death, the macabre dance of recollections that
Bergson speaks of, as in the chiteau in La régle du jeu or the
fortress in Grand Illusion. Some of these roles may be heroic, like
the two enemy officers in pursuit of rites which are already
outmoded, or charming, like the test of first love: they are none
the less condemned, because already destined fm: ref:ollecnon.
And yet the trying out of roles is indispensable. It is indispensable
S0 that the other tendency, that of presents which pass and are
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replaced, emerges from the scene and launches itself towards a
future, creates this future as a bursting forth of life. The two
fugitives will be saved by the sacrifice of the other. Harriet will be
saved because she will be able to renounce the role of her first
love. Saved from the waters, Boudu will also be saved by the
waters, abandoning the successive roles granted him by the too
intimate dreams of the bookshop and his wife. One leaves the
theatre to get to life, but one leaves it imperceptibly, on the thread
of the stream, that is, of time. Itis by leaving it that time gives itself
a future. Hence the importance of the question: where does life
begin? Time in the crystal is differentiated into two movements,
but one of them takes charge of the future and freedom,
provided that it leaves the crystal. Then the real will be created; at
the same time as it escapes the eternal referral back of the actual
and the virtual, the present and the past. When Sartre criticized
Welles (and Citizen Kane) for having reconstituted time on the
basis of the past, instead of understanding it in terms of a
dimension of the future, he was perhaps unaware that the
film-maker closest to his wishes was Renoir. It was Renoir who
had a lively awareness of the identity of freedom with a collective
or individual future, with a leap towards the future, an opening
of the future. This is even Renoir’s political consciousness, the
way in which he conceives the French Revolution or the Popular
Front.

There is perhaps yet a third state: the crystal caught in its
formation and growth, related to the ‘seeds’ which make it up. In
fact there is never a completed crystal; each crystal is infinite by
right, in the process of being made, and is made with a seed which
incorporates the environment and forces it to crystallize. The
question is no longer that of knowing what comes out of the
crystal and how, but, on the contrary, how to get into it. For each
entrance is itself a crystalline seed, a component element. We
recognize the method that will be increasingly adopted by Fellini.
He began with films of wandering, which relaxed the sensory-
motor connections, and made pure sound-and-optical images
rise up — photo-novel, investigation-photo, music-hall, party. But
the concerns were still those of escaping, leaving and going away.
He became increasingly concerned with entering into a new
element, and multiplying the entrances. There are geographical
entrances, psychic ones, historical, archaelogical, etc: all the
entrances into Rome, or into the world of clowns. Sometimes an
entrance is explicitly double; thus the crossing of the Rubicon in
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Fellini’s Roma is a historical evocation, but a comical one, through
the intermediary of a school memory. One could, for exz_ample,
make a count of these entrances as so many types of image in 8'/2:
childhood recollection, the nightmare, the distraction, the

the o

dreaming, the fantasy, the feeling of already having been there.
Hence the honeycomb-presentation, the cubicled images, the
huts, niches, cabins and windows _which mark Satyricon, Juliet of the
Sprits, and City of Women. Two thn.lgs happen at once. On the one
hand, purely optical and sound-images crystallize: they attract
their contents, make them crystallize and compose them from an
actual image and its virtual image, its mirror-image. These are so
many seeds or entrances: in Fellini, numbers and amusements
have replaced the scene, and made the depth of field redundant.
But, on the other hand, by entering into coalescence the images
constitute one and the same crystal in the course of infinite
growth. For the crystal as a whole is only the ordered set of its
seeds or the transversal of all its entrances.

Fellini has fully grasped the economic principle which says that
only admission [entrée] pays. The only unity of Rome is that of the
spectacle which connects all its entrances. The spectacle becomes
universal, and keeps on growing, precisely because it has no
object other than entrances into the spectacle, which are so many
seeds in this respect. Amengual has given a profound definition
of this originality of spectacle in Fellini, with no distinction
between watching and watched, without spectators, without exit,
without wings or stage: less a theatre than a kind of giant Luna
Park, where movement, which has become movement of world,
makes us pass from one shop-window to another, from one
entrance to another through all the cubicles.” Thus, we can see
from this the difference between Fellini and Renoir or Ophiils:
Fellini’s crystal does not include any crack through which we
could, we should, leave to reach life; but neither has it the
perfection of an established and cut crystal which would hold life
to freeze it. It is a crystal which is always in the process of
formation, expansion, which makes everything it touches crystall-
'z€, and to which its seeds give a capacity for indefinite growth. It
is life as spectacle, and yet in its spontaneity.

~ Does this mean that all entrances are equal? Yes, certainly, in so
far as they are seeds. Of course seeds maintain the distinction that
there was between the types of sound and optical images that they
Make crystallize — perceptions, recollections, dreams, fanta-
SIes. .. But these distinctions become indiscernible, because
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there is a homogeneity of seed and crystal, the whole of the latter
being no more than a greater seed in the process of growth. But
other differences are introduced, in so far as the crystal is an
ordered set: certain seeds abort and others are successful; certain
entrances open while others close again, as in the frescoes of
Rome which turn blank on being looked at and become opaque, It
is not possible to predict this, even if one has premonitions;
nevertheless, a selection is made (although in a completely
different way from in Renoir). Let us take the entrances or
successive seeds in one of Fellini’s masterpieces, The Clowns. The
first, as often in Fellini, is the childhood memory; but it will
crystallize with impressions of nightmare and poverty (the
imbecile clown). The second entrance is the historical and
sociological investigation with an interview of clowns: the clowns

and the filmed locations enter into resonance with the crew in

process of filming, and form another impasse. The third, the
worst, is more archaeological, in the television archives. At least, it

persuades us, at this point in our classification, that the imaginary

counts for more than the archive (only the imaginary can develop
the seed). Then the fourth entrance is kinesthic: but it is not a
movement-image which represents a circus spectacle, it is a

mirror-image which represents a movement of world, a de-

personalized movement, and reflects the death of the circus in the
death of the clown. It is the hallucinatory perception of the
clown’s death, the funeral gallop (‘faster, faster’) where the

funeral carriage is transformed into a champagne bottle from

which the clown pops. And this fourth entrance is in turn
replugged, in the emptiness and silence, like at the end of a party.
Butan old clown, left behind at the fourth entrance (he was out of
breath, the movement was going too fast), is going to open a fifth,
purely of sound and music: with his trumpet he invoked his
vanished companion, and the other trumpet replied. Across
death it was like a ‘beginning of world’, a sound-crystal, the two
trumpets each alone, and yet each a mirror, an echo . . .*

The organization of the crystal is bipolar, or rather two-sided.
In surrounding the seed, it sometimes passes on an acceleration, a
- hurrying, sometimes a hopping or fragmenting, which will
constitute the opaque side of the crystal; and sometimes it gives it
a limpidity which is like the test of the eternal. On one side would
be written ‘Saved!’, and on the other ‘Doomed!’, in an apocalyptic
landscape like the desert in Satyricon.*® But we cannot tell in
advance; an opaque side may even become limpid through
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. rceptible transformation, and a limpid side be revealed as
hn;(?:pti\*e and become dark like Claudia in 82. Will everything be

saved, as the final round in 8'2 le‘ads us to beliqve: carrying alor}g
Al the seeds around the white child? Will every_thmg b(? lost, as in
the mechancial starts ant_i funerary fragrr}en{allons which lead to
the woman-automaton in Casam:i»a? It is never wholly one or
wholly the other, and the opaque s:d‘e cgf the crystal, for instance,
the ship of death on the sea of _plasnc in Amarcord, a'lsu points to
the other side which extricates itself anc_l does not die, whilst the
limpid side, like the rocket of the future_ln 8'/2, waits for the seeds
to come out of their honeycomb or their funerary ha_sle to carry
them off. In fact, the selection is so complex‘. anq the 1mbr1canm‘1
so tight, that Fellini created a word, something like ‘procadence’,
to indicate both the inexorable course of decadence an.d ‘th.e
possibility of freshness or creation which must accompany it (itis
in this sense that he calls himself fully an ‘accomplice’ of
decadence and ruination).

What we see in the crystal is always the bursting forth of life, of
time, in its dividing in two or differentiation. However, in
opposition to Renoir, not only does nothing leave the crystal —
since it keeps on and on growing — but it is as if the signs of
selection are reversed. In Fellini, it is the present, the parade of
presents that pass, which constitutes the danse macabre. They run,
but to the tomb, not towards the future. Fellini is the author who
was able to produce the most prodigious galleries of monsters: a
tracking shot surveys them, stopping at one or another, but they
are always caught in the present, birds of prey disturbed by the
camera, diving into it for a moment. Salvation can come only
from the other side, from the side of the pasts which are
preserved: there, a fixed shot isolates a character, takes him out of
the line, and gives him, even if it is only for an instant, a chance
which is in itself eternal, a virtuality which will be valid for ever
evenifitis not actualized. Itis not that Fellini has a particular taste
for memory and recollection-images: there is no cult of former
Presents in his work. It is in fact like in Péguy, where the
horizontal succession of presents which pass outlines a route to
death, whilst for every present there corresponds a vertical line
which unites it at a deep level with its own past, as well as to the
Past of the other presents, constituting between them all one and
f,h‘? Same coexistence, one and the same contemporaneity, the
N-ternal’ [internel] rather than the eternal. It is not in the
rt:('nllt‘cli()n—image but in pure recollection that we remain
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contemporary with the child that we were as the believer feels
himself contemporary with Christ. The child in us, says Fellini, is
contemporary with the adult, the old man and the adolescent.
Thus it is that the past which is preserved takes on all the virtues
of beginning and beginning again: it is what holds in its depths or
in its sides the surge of the new reality, the bursting forth of life,
One of the finest images in Amarcord shows the group of
schoolboys, the timid one, the prankster, the dreamer, the good
pupil, etc., who meet in front of the big hotel as soon as the season
is over; and, while the snow crystals fall, each on his own and yet
all of them together sketch a clumsy dance-step or an imitation of
a musical instrument, one going in a straight line, another tracing
circles, another turning round on the spot . . . There is in this
image a science of precisely measured distance which separates
each of them from the others, and yet an organization which
connects them. They lodge themselves in a depth which is no
longer that of memory, but that of a coexistence where we
become their contemporaries, as they become the contempora-
ries of all the ‘seasons’ past and to come. The two aspects, the
present that passes and goes to death, the past which is preserved
and retains the seed of life, repeatedly interfere and cut into each
other. It is the line of those taking the waters in a nightmare in
8"2, but interrupted by the dream-image of the luminous girl, the
white nurse who gives out the tumblers. Whatever the speed or
the slowness, the line, the tracking shot is a race, a cavalcade, a
gallop. But safety comes from a ritornello which is placed or
unrolls round a face, and extracts it from the line. La Strada was
already the quest for the moment when the wandering ritornello
could settle on the man who is finally at peace. And on whom will
the ritornello place itself, calming the anxiety in 8/%, on Claudia,
on the wife, or even on the mistress, or only on the white child, the
internal [internel] or contemporary of all the pasts, who saves
everything that can be saved? ,

The crystal-image is as much a matter of sound as it is optical,
and Félix Guattari was right to define the crystal of time as beinga
‘ritornello’ par excellence.* Or, perhaps, the melodic ritornello is
- only a musical component which contrasts and is mixed with
another, rhythmic component: the gallop. The horse and the
bird would be two great figures, one of which carries away and
speeds up the other, but the other of which is reborn from itself
up to the final destruction or extinction (in many dances, an
accelerated gallop comes as the conclusion of figures of rounds).

The gallop and the ritornello are what we hear in the crystal, as
the two dimensions of musncal’ time, the one bemg' the haslftn?ng
f the presents which are passing, the other the raising or falling
;:a('k of pasts which are preserved. lf.lm.v, if we consider th‘e
roblem of a specificity of cinema music, it seems 1o us that this
specificity cannot simply be cleﬁned_ by a dialectic of ti_le sqund
and the optical which would enter into a new synthesis (Eisen-
stein, Adorno). Cinema music, through itself, tends towards
releasing the ritornello and the gallop as two pure and self-
sufficient elements, while many othel:r components necessarily
intervene in music in general, except in exceptional cases such as
the Bolero. This is already true in the Western, wh?re the little
melodic phrase comes as the imerru'p‘non gf ga]loplng rhythms
(Blowing Wild by Zinnemann and Tiomkin); {t is even more
obvious in musical comedy, where .the rhythmic stepping and
walking, which is sometimes military even for the girls, come up
against the melodic song. But the two elements are also combined
as in Daybreak by Carné and Jaubert, where the basses and the
percussion give the rhythm while l!le little flute laun'cl‘les the
melody. In Gremillon, one of the cinema’s most musician-like
authors, the gallop of the farandoles returns us back to the repeat
of the ritornellos, the two separated or brought together (Rolarlld-
Manuel). It is these tendencies that achieve perfect expression
when the cinematographic image becomes c.rystal-lmage. In
Ophiils, the two elements fuse in the icle:ng:ﬁcatmn of'th‘e round
with the gallop, while in Renoir and Ft‘.:llll‘ll they are distinct, one
of them taking on to itself the force of life, the other lht'e power of
death. But, for Renoir, the force of life is on the side (_'.~f the
presents which are launched towards the future, on the side of
the gallop, whether this is that of the French cancan or the
Marseillaise, whilst the ritornello has the melancholy of that
which is already falling back into the past. For Fellini, it seems to
be the opposite: the gallop accompanies the world which runs to
its end, the earthquake, the incredible entropy, the hearse, but
the ritornello immortalizes a beginning of world and removes it
from passing time. The galloping of the circus clowns*" and the
ritornello of the ordinary clowns. Again things are never that
simple, and there is something unascribable in the distinction of
Mtornellos from gallops. It is this that makes the cpllaborauon
€tween Fellini and the musician Nino Rota extraordinary. At the
nd of Orchestra Rehearsals, we first hear the purest gallop from
the violins, but a ritornello rises imperceptibly to succeed it, until
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the debasement of Ludwig l.l’s_love-affairs; and ince:j evetrl::
here as in the Bavarian family, the return ‘of Sandra,
whert ation of The Damned; everywhere the thirst for murder
abummifidc or the need for forgetting and death, as the old
i ?;lsévs on behalf of the whole of Sicily. Itis not just that these
: r‘iﬁkrafs are on the brink of being ruined; the approaching ruin
?Srl(m]}; a consequence. For it is a vani_sheq past, !Ju[ one whhlch
survives in the artificial crystal, which is waiting for t Ifn?,
absorbing them and snapping them up, lakmg.a“_ray all their
wer at the same time as they become lodged in it. Thus the
famous tracking shot with' willlch .Sandra opens: this is ‘?:tn
displacement in space but sinking into time wlt_hout exit. Vis-
conti’s great compositions have a saturation which deterr_mne?
their darkening. Everything becorpes confused, to the point 0
indiscernibility of the two women in The Innocent. In Ludwig, in
The Damned, the crystal is inseparable from a process of making
opaque which now makes triumphant the bluish, violet :;nd
sepulchral shades, those of the moon as twilight of the gods' or lost
kingdom of heroes (the sun-moon movement thus has a ctjm‘;
pletely different value than in German "expressionism, an
especially in the French school). _
The third element in Visconti is history. Because, of course, it
doubles decomposition, accelerates or even explains it: wars,
assumption of power by new forces, the rise of the new rich, who
are not interested in penetrating the secret laws of the old world,
but aim to make it disappear. However, history is not identical
with the internal decomposition of the crystal; it is an autono-
mous factor which stands on its own, and to whlch Visconti
sometimes dedicates marvellous images and sometimes grants a
presence which is all the more intense for being elliptical and
out-of-field. In Ludwig, very little history will be seen; we know
about the horrors of war and Prussia’s assumption of power only
indirectly, all the more so, perhaps, because Ludwig IT wants to
know nothing about it. History growls at the door. In Senso, in
‘Ontrast, history is present, with the Italian movement, the
famous battle and the abrupt elimination of Garibaldi’s sup-
Porters; or, in The Damned, with the rise of Hitler, the organiz-
ation of the SS, and the exterminations of the SA. But, present or
vut-of-field, history is never scenery. It is caught ob.hquely ina
low-angled perspective in a rising or setting ray, a kind of laser
Which comes and cuts into the crystal, disorganizes its substance,
astens its darkening and disperses its sides, under a pressure

the two intertwine with one another more and more close]y. ]
throttling themselves like wrestlers, lost-saved, lost-saved . . . The
two musical movements become the object of the film, and time
itself becomes a thing of sound.

The final state to be considered would be the crystal in the
process of decomposition. The work of Visconti shows this. This
work reached its perfection when Visconti was able both to
distinguish and put into play, in varying combinations, four!
fundamental elements which haunted him. In the first place, the
aristocratic world of the rich, the aristocratic former-rich: this is
whatis crystalline, but like a synthetic crystal, because it is outside
history and nature, outside divine creation. The abbot in The
Leopard will explain it: we do not understand these rich, because
they have created a world to themselves, whose laws we are unabl _'
to grasp, and where what seems to us secondary or even
inopportune takes on an extraordinary urgency and importance;
their motives always escape us like rites whose religion is not
known (asin the old prince who gets his country back and ordersa
picnic). This world is not that of the creative artist, even though
Death in Venice presents a musician, but precisely one whose wo
has been too intellectual and cerebral. Nor is it 2 world of simp
art enthusiasts. Rather, they are surrounded by art; they are
profoundly ‘knowledgeable about’ art both as works and as life,
but it is this knowledge which separates them from life and
creation, as in the teacher in Conversation Piece. They demand
freedom, but a freedom which they enjoy like an empty privilege
which could come to them from elsewhere, from the forebears
from whom they are descended, and from the art by which the
are surrounded. Ludwig II wants ‘to prove his freedom’, whi
the true creator, Wagner, is of another race, much more prosaic.
and less abstract in reality. Ludwig IT wants roles and more roles,
like those that he tears from the exhausted actor. The king orders
his deserted castles, as the prince his picnic, in a movement which

empties art and life of all interiority. Visconti’s genius culminates
in the great scenes or ‘compositions’, often in red and gold: opera .
in Senso, reception rooms in The Leopard, Munich castle in Ludwig,
grand hotel rooms in Venice and music-room in The Innocent:
crystalline images of an aristocratic world. But, in the second
place, these crystalline environments are inseparable from a
process of decomposition which eats away at them from within,
and makes them dark and opaque: the rotting of Ludwig II's
teeth, family rot which takes over the teacher in Conversation Piece,
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kground, himself fascinated and nullified by the g'ra’n(‘i:ur
is couple, but itis too late for the old man and t.he girl alike.
o ot is not in control of the four elements right from the
V'nsc(_ml' of his work: often they are still difficult to distinguish,
beglﬂ"““gch on each other. But Visconti is searching and has a
< ent:;f;i} It has often been observed that the fishermen in The
ff’reb(';“rl-m%‘m present a slowness, a hieratic quality which was the
b’aﬂh f a natural aristocracy, in contrast to the nouveaux riches;
o (')f the fishermen’s attempt fails, it is not just because of t’he
a-';;d.lfl:salers, but because of the weight of an a_rchaic_past \fhu:h
e res that their project is too late.*® Rocco himself is not just a
;E?::t" he is an aristocrat by nature, in his family of poor _peasarus:
but 10:0 late to come back to the vil!age, because the city is alreadz
totally corrupt, because everything has become 'l(;paque ;n :
because history has already brought change to the village . h u
it seems to us that it is in The Leopard that Visconti ]ac ieves
complete control, as it were the harmony of hls‘fOur e emefns%
The searing too-late becomes as intense as t‘he Nevermore ci'.)d
Edgar Allan Poe; it also explains the dm:guon Vl.sconu'.wolu
have been able to take in translating Proust. Al:ld Visconti’s p eas
cannot be reduced to his apparent aristocratic pessimism: the
work of art will be made from this plea, as with the pain and
suffering from which we make a statue. The.- too-late condltl%r]ls
the work of art, and conditions its success, since the perceptible
and sensual unity of nature and man is the essence of art par
excellence, in so far as it is characteristic of it to arrive too late in all
other respects except precisely this one: time n?game'd. As
Baroncelli put it, the Beautiful truly chomgs a‘glmensmn in
Visconti; it ‘plays the role of the fourth dimension’.’

that is all the more powerful for being external, like the plague in
Venice, or the silent arrival of the SS at dawn . . .
And then there is the fourth element, the most important in
Visconti, because it ensures the unity and circulation of the
others. This is the idea, or rather the revelation, that somet}u'ug
arrives too late. Caught in time, this could perhaps have avoided
the natural decomposition and historical dismantling of the
crystal-image. But it is history, and nature itself, the structure of
the crystal, which make it impossible for this to arrive in time,
Already in Senso, the distraught lover cried ‘Too late, too late’, too.
late in relation to the history that divides us, but also because of
our nature, as rotten in you as in me. The prince, in The Le
hears the ‘too late’ which spreads through the whole of Sicily: the
island, whose sea Visconti never shows, is so completely
embedded in the past of its nature and history that even the new
regime will be powerless to do anything for it. “Too late’ will
constantly be the rhythm of the images in Ludwig, because it is his
fate. This something that comes too late is always the percept
and sensual revelation of a unity of nature and man. Thus it is n t
a simple lack; it is the mode of being of this grandiose revelation,
The ‘too-late’ is not an accident that takes place in time but a
dimension of time itself. As a dimension of time, it s, through the
crystal, the one which is opposed to the static dimension of :
past as this survives and weighs in the interior of the crystal. Itis
sublime clarity which is opposed to the opaque, but it has the
property of arriving too late, dynamically. As perceptible revel-l-
ation, the too-late is a matter of unity of nature and man, as world
or milieu. But, as sensual revelation, the unity becomes personal.
Thus the shattering revelation of the musician in Death in Venice,
when through the young boy he has a vision of what has been:
lacking in his work: sensual beauty. It is the unbearable revelation
of the teacher in Conversation Piece, when he discovers a petty
criminal in the young man, his lover in nature and his son in
culture. Already in Obsession, Visconti's first film, the possibility of
homosexuality arose as the chance of salvation, of escaping from
a stifling past, but too late. However, let us not think that
homosexuality is Visconti’s obsession. Amongst the finest of the
The Leopard’s images is the one where the old prince, having given
approval for the love-match between his nephew and the
daughter of the nouveau riche, to save what can be saved, has a
revelation in a dance with the girl: their glances embrace; they are
for each other and at each other, while the nephew is pushed into

the bac




5 Peaks of present and sheets of |
past: fourth commentary on
Bergson

The crystal reveals a direct time-image, and no longer an indirect
image of time deriving from movement. It does not abstract time;
it does better: it reverses its subordination in relation to move-
ment. The crystal is like a ratio cognoscend: of time, while time,
conversely, is ratio essendi.'"* What the crystal reveals or makes
visible is the hidden ground of time, that is, its differentiation in 0
two flows, that of presents which pass and that of pasts which are.
preserved. Time simultaneously makes the present pass and.
preserves the past in itself. There are, therefore, already, two
possible time-images, one grounded in the past, the other in
present. Each is complex and is valid for time as a whole. 4
We have seen that Bergson gave an assured status to the first

case. Memory is not in us; it is we who move in a Being-memory,a
world-memory. In short, the past appears as the most general
form of an already-there, a pre-existence in general, which our
recollections presuppose, even our first recollection if there was
one, and which our perceptions, even the first, make use of. From
this point of view the present itself exists only as an infinitely -
contracted past which is constituted at the extreme point of the

already-there. The present would not pass on without this
condition. It would not pass on if it was not the most contracted
degree of the past. In fact it is striking that the successive is not ttle
past but the present which is passing. The past appears, in

peaks of present and sheets of past .

as the coexistence of circles which are more or less
contrash, | -ontracted, each one of which contains everything at
dilated mtiLme and the present of which is the extreme limit (the
the S2% -uit that contains all the past). Between the past as
s} Ur::e in general and the present as infinitely contracted
rf-eml-el'] re, therefore, all the circles of the past constituting so
- [hel~et‘::hf.:d or shrunk regions, strata, and sheets: each region
i) Sm:wn characteristics, its ‘tones’, its ‘aspects’, its ‘singula-
D hining points’ and its ‘dominant’ themes. Depending
dayi n? lfxre of the recollection that we are looking for, we have
on_lhf] n‘:nlo a particular circle. It is true that these regions (my
E%}lllclllhtg)()d, my adolescence, my adult life, etc.), :%lp;:»eal;1 to suni:;:::z(;
each other. But they succeed each other on.ly. rop'l 'l :l: gf(‘)lhem
view of former presents which marked t‘he Iu’mt. o ea;: 18 ac[uai |
They coexist, in contrast, from the point of view o]‘ ‘f i
resent which each time represents .thew_common K w(\)r el
Emst contracted of them. What Fellini says is Bergsonian: ; gale-
constructed in memory; we are simultaneously chlldhood., dhc;‘m-
scence, old age and maturity.” What hapgen§ when‘wc.searc :
a recollection? We have to put ourselves into 'the past in general,
then we have to choose between the regions: in which one do we
think that the recollection is hidden, huddled up waiting f(f)r us
and evading us? (It is a friend from.chlldi_mod or youth, rom
school or the army. . . ?) We have to jump into a chosen region,
even if we have to return to the present in order to make another
Jump, if the recollection sought for gives no response a'nt-i does
not realize itself in a recollection-image. These are the pd]:ddOXI-
cal characteristics of a non-chronological time: the pre-existence
of a past in general; the coexistence of all _the.sheets of past; an'd
the existence of a most contracted degree.? It is a conception thn}t
can be found in the first great film of a cinema of time, Welles's
Citizen Kane. . '
And, with Bergson, this time-image extends naturally into a
la"guage-inlage, and a thought-image. What the past is to time,
Sense is to language and idea to thought. Sense as past oflanggage
1sthe form of its pre-existence, that which we place ours.el\.rcs in at
once in order to understand images of sentences, to distinguish
the images of words and even phonemes that we hear. It is
therefore organized in coexisting circles, sheets, or regions,
Ween which we choose according to actual auditory signs
Which are grasped in a confused way. Similarly, we place
Ourselves initially in the idea; we jump into one of its circles in
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order to form images which correspond to the actual quest. Thyg
chronosigns are continually extended into lectosigns and nog.
signs. ,
But, to approach it in a different way, can the present in turg
stand for the whole of time? Yes, perhaps, if we manage o
separate it from its own actual quality, in the same way that we
distinguish the past from the recollection-image which actualized
it. If the present is actually distinguishable from the future and
the past, it is because it is presence of something, which precisely’
stops being present when it is replaced by something else. It is in
relation to the present of something else that the past and future
are said of a thing. We are, then, passing along different events, in
accordance with an explicit time or a form of succession which
entails that a variety of things fill the present one after another
is quite different if we are established inside one single event; i
we plunge into an event that is in preparation, arrives and is over;
if for a longitudinal, pragmatic view we substitute a vision which s
purely optical, vertical, or, rather, one in depth. The event is ne
longer confused with the space which serves as its place, nor wi
the actual present which is passing: ‘the time of the event comes te
an end before the event does, so the event will start again al
another time . . . the whole event is as it were in the time wher
nothing happens’, and it is in empty time that we antici
recollection, break up what is actual and locate the recollection
once it is formed.* On this occasion there is no longer a future
present and past in succession, in accordance with the explic
passage of presents which we make out. Adopting St Augustine?
fine formulation, there is a present of the future, a present of th
present and a present of the past, all implicated in the event, rolled uf
in the event, and thus simultaneous and inexplicable. From affe¢
to time: a time is revealed inside the event, which is made from th
simultaneity of these three implicated presents, from
de-actualized peaks of present. It is the possibility of treating the
world or life, or simply a life or an episode, as one single eve
which provides the basis for the implication of presents. AR
accident is about to happen, it happens, it has happened; but
equally it is at the same time that it will take place, has already
taken place and is in the process of taking place; so that, befor€
taking place, it has not taken place, and, taking place, will not také
place ... etc. This is the paradox of Josephine the mouse 11
Kafka: is she singing, did she sing, will she sing, or none of thesé:
even though it all produces inexplicable differences in th€

lective present of mice?* At ll_le same tin'?e someone no‘longer
o he key (that is, used to have it), still has it (had not lost it), and
hasdl it (that is, will have it and did not have it). Two people know
ﬁ.n hsm her, but already knew each other and do not yet know each
f;:!ier- Betrayal happens, it never happened, _and yet has hap-
ned and will happen, sometimes one betraying the other and
sometimes the other betraying the _ﬁrst —all at t_he same time. We
find ourselves here in adirect time-lm_age of adifferent kind from
the previous one: no longer the coexistence of sheets of past, but
the simultaneity of peaks of present. We l_herefore have two kinds
of chronosigns: the first are aspects (regions, layers), the second
accents (peaks of view [pointes de vue]). : .
This second type of time-image is to be found in Robbe-Grillet,
in a kind of Augustinianism. In his work there is never a succes-
sion of passing presents, but a simultaneity of a present of past, a
present of present and a present of fulure,lwhlch makt_r time
frightening and inexplicable. The encounter in fLast Year in Ma-
rienbad, the accident in L’immortelle, the key in Tram-l?urape
Express, the betrayal in The Man Who Lies: the three implicated
presents are constantly revived, contradicted, obliterated, ‘subsu»
tuted, re-created, fork and return. This is a powerful time-image.
This does not mean to say, however, that it suppresses all nar-
ration. But, much more importantly, it gives narration a new
value, because it abstracts it from all successive action, as far as it
replaces the movement-image with a genuine time-image. Thus
narration will consist of the distribution of different presents to
different characters, so that each forms a combination that is
plausible and possible in itself, but where all of them together are
‘incompossible’, and where the inexplicable is thereby maintained
and created. In Last Year . . ., it is X who knew A (so A does not
remember or is lying), and it is' A who does not know X (so X is
mistaken or playing a trick on her). Ultimately, the three char-
acters correspond to the three different presents, but in such a
Way as to ‘complicate’ the inexplicable instead of throwing light on
' in such a way as to bring about its existence instead of suppress-
Ing it: what X lives in a present of past, A lives in a present of
future, 5o that the difference exudes or assumes a present of
Present (the third, the husband), all implicated in each other. The
"epetition distributes its variations on the three presents. In The
Man Who Lies, the two characters are not simply the same: their
fference arises only in making the betrayal inexplicable, be-
Cause this is attributed differently, but simultaneously, to each of
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. there and will be found again. And in That Obscure Object of
b here blossoms one of Buiuel’s finest inventions: instead of
Drﬁ_"ft one character play different roles, casting two characters,
havmgﬂ actresses, as one person. It is as if Bufiuel's naturalist
and [‘]0 based on the cycle and the succession of cycles, gives
a.'ozr.t‘l"t‘:J ag::[uralily of simultaneous worlds; to a simultaneity of
sk ents in different worlds. These are not subjective (imaginary)
Pr?,s,ts of view in one and the same world, but one and the same
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them as identical to the other. In Le jeu avec le feu the kidnappip,
of the girl has to be the means of warding it off but equally the
means of warding it off must be the kidnapping itself, so that she
has never been kidnapped at the moment when she is and will be,
and kidnaps herself at the moment when she has not be
However, this new mode of narration still remains human, eyer
though it constitutes a lofty form of non-sense. It does not yet te]
us the essential point. The essential point rather appears if we and d, bu _
think of an ear[l]:lc;z event which is ass?lomed to be trsrl:semitted event in differe?nl objecll\_fe world_s. all lmpllcatfzd in _the F“?m'
different planets, one of which would receive it at the same tj me inexplicable universe. Bunuf_-l achlew?s here' a dlreclt]}lme-lm.alge
(at the speed of light), but the second more quickly, and the thirg which was pre\‘rlously impossible for him because of his naturalist
less quickly, hence before it happened and after. The latter woul and cyclical point of view. b o Robbe
not yet have received it, the second would already have recei Still more instructive is the con f romdtlpnbad tw&in obbe-
it, the first would be receiving it, in three simultaneous prese Grillet a_nd Re_snals_ in Last Yea_r in Marienbad. at see;ns
bound into the same universe. This would be a sidereal time, . extraordtr_lary in thls‘collab(?rauo’n is that two auth;:rs (for
system of relativity, where the characters would be not so mucl Robbe-G'nllet was not just _scnptwn?er) profluiled! SO €O Cl'enfta
human as planetary, and the accents not so much subjective 2 work while approaching it in such dlfferelr:t an z ml;?cft OP}FI’OS‘ ‘;
astronomical, in a plurality of worlds constituting the universe.’ | ways. They perhaps reveal in this way the llml 3 utc»:d 'ifat
would be a pluralist cosmology, where there are not onl collaboration, where the work is not simp! y un erst - u
different worlds (as in Minnelli), but where one and the s i COQSUUC‘fd according to quite different ‘creatwe P"'xh ukes
event is played out in these different worlds, in incompatibk wh_lch marry to make a success that is rep_e&'table but eac ' time
versions. 1 unique. This conf rontation between Resnais and Robbe-Grillet is
Subjecting the image to a power of repetition-variation wa complex, blurred by their ex‘tremely amlcabl_e stalemep{s,lanc:
already Bunuel’s contribution, and a way of setting time free, may be con:slt_:lered on three dlfferen! levels.hFlrst,.the!'e isa ;:‘\:f
reversing its subordination to movement. Although we have see of‘modern cinema, n}arked by the crises Of.l e?ﬁl‘_o"t'l"“f‘_a%e- ¢
that in most of Buiiuel’s work time remained a cyclical time Year . . . was itself an important point in this crisis: the failure Of
where sometimes forgetfulness (The Devil and the Flesh), some sensory-motor models, the wandering of characters, the “Sl:b‘;
times exact repetition (The Exterminating Angel), marked the eng d"f_hés‘ and postcards were a constant '"SP‘T'a“(f“ in Ro d.
of one cycle and the passible beginning of another, in a cosmo Grillet's work. And in his work the bonds of the captive - Su———
which was still unique. Influence, then, perhaps reversed if notjust have erotic a?nd sadistic value, they are the simplest w;_)i_lo
Buiiuel’s last period, where he adapts an inspiration which has Stop the movement.” But in Rgs_nals too, wandermgs: Immobi 'z.‘
come from Robbe-Grillet for his own ends. It has been noted thal "8S, petrifications and repetitions are constant evidence Of"’
the regime of dream or fantasy was changing in this last period gt;neral dlss"l““‘m_ of “_“3 action-image. The second level is ‘!’f“
But is is less a question of a state of the imaginary than of 2 (t)h the real and the imaginary: it has been "O“’d. that, foc'l' Resn.la;ls.
deepening of the problem of time. In Belle de jour, the husban spi:.e s always sometl:nng real. .“’]T'FI'! per;s:sfs. an ki “O'gez
final paralysis does and does not take place (he suddenly gets up: L 10-temporal cF)-ordlnath maintaining their reali yl:]_ '
to talk about holidays with his wife); The Discreet Charm of the [hajlugh‘hf_y come into conflict with the lmaglﬁalg_-;ll:? . If::s);
Bourgeoisie shows less a cycle of interrupted meals than different oy €snais maintains that something a‘-‘“:‘iryh 1 :PPC" -
versions of the same meal in irreducible modes and worlds. In e o o and, in his .subsequent films, establishes ;llxgpoirw]:;m);
Phantom of Liberty, the postcards are truly pornographic, even X 4 ‘h'_"“O'Og){ w:h:ch_are all the TIOTE MEOrous b‘::; Gl
though they represent only monuments stripped of all amb E\'Er]:.eln-s in them is 1Tag1nary orlmemal. r:.*"W"ul«:ln R(; be-[tel: ;;
guity; and the little girl is lost, even though she has never stopped- Ything happens ‘in the head’ of the characters, or, '
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the viewer himself. Yet this difference exhibited by Robbe-G
is hardly the point. Nothing happens in the viewer’s head w
does not derive from the character of the image. We have g
that, in the image, a distinction is always made between the re;
and the imaginary, the objective and the subjective, the physie;
and the mental, and the actual and the virtual, but that i
distinction becomes reversible, and in that sense indiscernible
Distinct and yet indiscernible — these are the characteristics of th
imaginary and the real in each of the two authors. So that
difference between the two can only appear in other ways, |
would present itself rather in the manner identified by Mireill
Latil: large continuums of real and imaginary in Resnais,
contrast to Robbe-Grillet’s discontinous blocs or ‘shocks’. But
new criterion seems incapable of development at the level of §
imaginary-real pair; a third level must necessarily intervene
is time.”

Robbe-Grillet himself suggests that the difference bet
himself and Resnais must ultimately be sought at the level of tim
The dissolution of the action-image, and the indiscernibil
which results, sometimes take place in favour of an ‘architect
of time’ (this would be the case with Resnais), sometimes in fa:
of a ‘perpetual present’ cut off from its temporality, that is, 0
structure stripped of time (the case of Robbe-Grillet hims
Nevertheless, here again we should not rush into thinking
perpetual present implies less time-image than an eternal
The present belongs no less to time than the pure past.
difference is thus in the nature of the time-image, which is p
in one case and architectural in the other. For Resnais conceiv
LastYear. . . like his other films, in the form of sheets or regions!
past, while Robbe-Grillet sees time in the form of poin
present. If Last Year . . . could be divided, the man X might be
to be closer to Resnais, and the woman A closer to Robbe-G
The man basically tries to envelop the woman with contin
sheets of which the present is the narrowest, like the advance of
wave, whilst the woman, at times wary, at times stiff, at
almost convinced, jumps from one bloc to another, continua
crossing an abyss between two points, two simultaneous prese!
In any event, the two authors, we shall see, are no longer in th
domain of the real and the imaginary but in time, in the eve
more alarming domain of the true and the false. Of course th
real and the imaginary continue their circuit, but only as the
of a higher figure. This is no longer, or no longer only,
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nible becoming of distinct images; it is undecidable alternatives
een circles of past, inextricable differences between peaks of
bemf-'el with Resnais and Robbe-Grillet, an understanding
pesen :1|] the stronger for being based on two opposed concep-
"1ime which crashed into each other. The coexistence of
1s of virtual past, and the simultaneity of peaks of de-
shee' lized present, are the two direct signs of time itself.
ad[uda:; énimaled film, Chronopolis, Piotr Kamler fashioned time
uutnof two elements, small balls mal_'lipulated wilh— pointed
instruments, and supple sheets covering the balls. The two
elements formed moments, polished and crystal spheres, bl.i'll
these quickly darkened, unless . . . (we shall see the sequel of this

animated story later).

;ndiscer

occurs,
tions of
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It is a mistake to think of the cinematographic image as being by
nature in the present. Yet Robbe-Grillet on occasion assumes this
attitude for his own purposes, in a strategic or moglur.lg way: after
all, why would he devote so much care to achieving present-
images if this were a given of the image? And the first occasion on
which a direct time-image was seen in the cinema was not in the
(even implicit) mode of the present but, on the contrary, in the
form of sheets of past, with Welles's Citizen Kane. Here time
became out of joint and reversed its dependent relation to
movement; temporality showed itself as it really was for the first
time, but in the form of a coexistence of large regions to be
explored. The scheme of Citizen Kane may appear simple: Kane
being dead, witnesses who offer their recollection-images in a
series of subjective flashbacks are questioned. But it is more
€omplex than this. The investigation is focused on ‘Rosebud’
(What is it? or what does this word mean?). And the investigator
Carries out soundings; each of the witnesses questioned will be
€quivalent 1o a slice of Kane’s life, a circle or sheet of virtual past, a
‘ontinuum. And each time the question is: is it in this continuum,
'S1Uin this sheet, that lies the thing (the being) called Rosebud? It
'S true that these regions of past have a chronological course
‘_vh"‘h is that of the former presents to which they refer. But if this
course can easily be upset it is precisely because in themselves, and
" Telation 1o the actual present where the quest begins (Kane
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Bazin Was able to propose and resolve by inventing the notion of
uence shot'? The first problem concerned the novelty of the
rocess. And it seems true, in this respect, that depth reigned
reme in the image from the beginning of the cinema, as long
?U}:hcre was neither montage nor cutting, nor camera mobility,
:;d while the different spatial shots were necessarily given all
together. Nor does it come to an end even when shots bxome
the f it vy B, c ] X really distinct but can be joined together in a new whole which
the former present which it was. Each witness jumps into the pa; elates each to itself. There are already two forms of depth here
in g.eneral and at once ms}alls hlms_elfin one or another coexistiy :\rhich do not allow themselves to become confused in the cinema,
region, _befqre embodying certain points of the region in any more than in painting. They have in common, however, the
recollection-image. ] y fact that they constitute a depth in the image or field and not yet a
What shows that unity does not lie in the recollection-image depth of field, or a depth of image. If we think of sixteenth-
that the'la.tter bprsts outin two directions. It induces two kinds century painting, we can see a clear distinction, but one which
very d'lSlInCt images, and Citizen Kane'’s famous montag takes place in parallel and successive planes [plans], each autono-
determines the continuity _of the relations between the ty mous, defined by characters or elements side by side, while they
(rhythm). The ﬁrs‘t kind of image reconstitutes motor-series ¢ all contribute to the whole. But each plane, especially the first,
former presents, cverjw lactualitiés] or habits. These are th performs its own task and stands only for itself in the grand
cross-‘cuttm_g showeactafm shots, the succession of which shoy business of the painting which harmonizes them. It will be a novel
Kane’s habits as a married man, bleak days and idle periods. It change, and crucial, in the seventeenth century, when an element
l?le short overall sh9ts whose superimpression shows the cumul of a plane refers directly to an element of a different plane, when
tive effect of a fiesme on Kane’s part (to make Susan a singe; characters address each other directly from one plane to another,
Sartre saw in thlls the equwa.lem of the frequentative in Englis in an organization of the picture along the diagonal, or through a
the tense of habit or the passing present. But what happens whe gap which thus privileges the background and brings it into
Susan'’s accumulated'e.fforts emerge into a scene in long shot ar immediate touch with the foreground. The picture ‘is internally
depth of field, her suicide attempt? This time, the image mo hollowed out’. At this moment, depth becomes depth of field,
a true exploration of a sheet of past. The images in depth exp whilst the dimensions of the foreground take on an abnormal
regions of past as such, each with its own accents or poten size, and those of the background are reduced, in a violent
and mark critical moments in Kane's will to power. The hero perspective which does even more to unite the near and the
walks and moves; but it is the past that he plunges himself ini faraway. "
:&;ﬂvg}:ﬁ :::[i;r:e}l:er:‘(z;c;;lglﬁr sub(')rdinated it]n movement, bl deTHf s-.lulne story runs thr:ough [‘he cinerna. For a long time,
upin depthvith the i © Srcalacene where Kane ca o shP was .pl‘oduced by a simple juxtaposition of independent
P In depth with the friend he will break with, it is in the past th Ots [plans], a succession of parallel planes [plans] in the image:
he himself moves; thl.s movement was the break with the friend the conquest of Babylon in Griffith’s Intolerance, for instance,
And, at the beginning of Mr Arkadin, the adventurer shows the lines of defence of the besieged in depth, from
advances in the great court re-emerges from a past whose zone °Tground to background, each with its own importance and
he will make us explore.” In short, in the second case th onnecting neighbouring elements into a harmonious whole.
recollectlon».lmz‘lge does not pass on in a succession of fo (“'f‘]les Invents a depth of field, in a very different way, along a
presents vyhlch it reconstitutes but goes beyond itself into regions i’ldg“""“ or gap crossing all planes, making elements from each
of coexisting past which make it possible. This is the function nim"‘“-" with the rest, and in particular having the background in
depth of field: to CXPION‘{ each time a region of past, a continuufi TeCt contact with the foreground (as in the suicide scene where
Do we have to reconsider the problems of depth of field tha aNe bursts in through the door at the back, tiny, while Susan is

pea
dead), they are all coexistent, each containing the whole of K3
Iiﬁ? in one form or another. Each has what Bergson calls ‘shiniy
points’, singularities, but each collects around these points i
totality of Kane or his life as a whole as a ‘vague nebulosity’,'! ¢
course, it is on these sheets that the witnesses will draw to evo )
the recollection-images, that is, to reconstitute the forme
presents. But they are themselves as different from the recolle,
ton-images which actualize them as the pure past may be fro;
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.16 But neither a function of theatricality nor one of
ms to exhaust this complicated problem. We suggest
Sei of field has many functions, and that they all come
in a direct time-image. The special quality of depth of
5 Id be to reverse time’s subordination to movement and
filhd oL for itself. We are not saying that depth of field has the
show l.'l.neri hts to the time-image. For there are many other
C’fdus“f?diict time-images. There are time-images which are
s 3 through suppression of depth (depth in the field as well
o h of field) and this case of the planitude of the image itself
as: d?p;umber of forms; it is a varied concept of time since the
h:(sx‘::sses are not the same in Dreyer, Robbe-Gr'illct, Syberl}erg
" Our point is that depth of field creates a certain type of dlre(,;
time-image that can be deﬁned by memory, virtual regions Of
ast, the aspects of each region. Thls: would be less a 'fun‘cuc.'-n o
reality than a function of rer?'ner_nb(?rmg, of Lemporah‘zatlon. not
exactly a recollection but ‘an invitation to recollgct e
We must note the fact before trying to explain it: most of t}}e
occasions where depth of field appears wholly necessary are in
connection with memory. And here again cinema is Bergsonian:
it is not a case of a psychological memory, made up of reFollef::-
tion-images, as the flashback can convemionall)f represent it. Itis
not a case of a succession of presents passing according to
chronological time. It is a case either of an attempt to gvoke,
produced in an actual present, and preceding the formation of
recollection-images, or of the exploration of a sheet of past fi rom
which these recollection-images will later arise. It is an on-this-
side-of and a beyond of psychological memory: the two poles of a
metaphysics of memory. These two extremes of memory are
Presented by Bergson as follows: the extension of sheets of past
and the contraction of the actual present.'” And the two are
connected, since to evoke recollection is to jump into a region of
Past where one assumes that it is lying in a virtual state, all the
sheets or regions coexisting in relation to the contracted actual
Present from which the evocation proceeds (whilst they follow
€ach other psychologically in relation to the presents that they
Were). What must be noted is that depth of field sometimes shows
U8 evocation in the act of occurring and sometimes virtual sheets
o Past that we explore in order to find the recollection sought.
e first case, contraction, often appears in Citizen Kane: a
olg angle shot, for instance, bears down on an alcoholic Susan
*UIn the big room at the club in such a way as to force her to

peaks of

dying in the shadow in mid-shot and the large mirror is seen ;
close-up. Diagonals like this will be seen in Wyler, as in The B,
Years of Our Life, when a character is busy in a secondary,
picturesque, scene in the foreground while another char:
makes a crucial telephone call in the background: the :
watches the second along a diagonal which joins the back to th
front, and makes them react. Before Welles, the only precursgy
in depth of field seem to have been Renoir, with La régle du je
and Stroheim, particularly in Greed. Increasing depth by the y;
of wide angles, Welles obtains gigantic dimensions in the fop
ground connected to reductions of size in the background, whig
becomes all the more powerful; the light-centre is at the
while masses of shadow are allowed to take up the foreg
and the whole is scored with stark contrasts; ceilings inevi
become apparent, whether in the placing of a height which
itself enormous, or, in contrast, in a crushing which follows t
perspective. The volume of each body overflows any given plaj
[plan], plunging into or emerging from shadow and expressi
the relationship of this body with the others located in front:
behind: an art of masses. The term ‘baroque’ or neo-expressio
ism is literally appropriate. In this freeing of depth which ne
subordinates all other dimensions we should see not only tl
conquest of a continuum but the temporal nature of
continuum: it is a continuity of duration which means that t
unbridled depth is of time and no longer of space.'" It
irreducible to the dimensions of space. Aslong as depth remai
caught in the simple succession of parallel planes, it al
represented time, but in an indirect way which kept it subordi
to space and movement. The new depth, in contrast, direg
forms a region of time, a region of past which is defined by opti
aspects or elements borrowed from interacting planes.'” Itisas
of non-localizable connections, always from one plane to ano n
which constitutes the region of past or the continuum |
duration.
The second problem concerns the function of this deptlt
field. We know that Bazin gave it a function of reality, since th
viewer had to organize his perception himself in the imag
instead of receiving it ready-made. Mitry denied this, seeing
depth of field a no less restrictive organization which forces th
viewer to follow the diagonal or gap. Bazin’s position
nevertheless complex: he showed that this gain in reality col{ld
achieved only through an ‘excess of theatricality’ as we saw in#

reality
that dept
together
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evoke. In another case, in The Magnificient Ambersons, a whe
scene maintained in depth is justified because the young
wants, without appearing to want, to force his aunt to remembey
recollection that is crucial for him." And similarly, in The Tri
the low-angle shot at the beginning marks the starting-poing
the hero’s efforts as he searches at all costs for what the lay
charging him with. The second case can be seen in most of ¢
scenes in transverse depth in Citizen Kane, where each g
responds to a sheet of past of which it is asked: is it here thaty
virtual secret, Rosebud, is lying? And in Mr Arkadin, where
successive characters are sheets of past, stages towards ot}
sheets, all coexisting in relation to the contracted initial effort, J
quite clear that the recollection-image is of little interest in j
but that it presupposes two things which go beyond it: a va
in the sheets of pure past where it can be found and a cont
of the actual present which is the starting-point of the continy
renewed search. Depth of field will go from one to the other, fr
extreme contraction to large sheets and vice versa. We
‘deforms space and time simultaneously; dilating and contrae
them in turn, he dominates or gets deep inside a situation’,"*J
high- and low-angle shots form contractions, just as oblique a
lateral tracking shots form sheets. Depth of field feeds on th
two sources of memory. Not the recollection-image (or flash
but the actual effort of evocation, to summon this up, and
exploration of virtual zones of past, to find, choose and brin
back.

Many critics today consider depth of field to be a te
procedure which is in danger of hiding from us still
important innovations on Welles's part. These innov:
indeed exist. But depth retains its full importance, beyont
technique, if we take it as a function of remembering, tha
figure of temporalization. It then gives rise to all kinc
adventures of the memory, which are not so much psychologi
accidents as misadventures of time, disturbances of its co s
tution. Welles's films develop these problems according
rigorous progression. Bergson distin guished two main instance
the past recollection may still be evoked in an image, but the latt€
is now useless, because the present from which the evocation §
off has lost its motor-extension which would make the imag
usable; or, secondly, the recollection can no longer be evoked_ ;
an image, although it persists in a region of past, but the actus
present can no longer reach it. In one case recollections ‘are st
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but can no longer be applied to co’rrcsp‘on‘ding
evode_ it in the other ‘evocation of recollecllons‘ is itself
rcepumjs;_'-l We find the dramatic equivalent of these instances
‘irr;:]t::'.s films where temporalization operates through

mem . gins with Citizen Kane. It has often been said that depth
Ita

] alized montage in the scene, in lh_e mise-en-frém', but [hl‘S is
HIEI , correct. The sequence shot is clearly a sheet of past,
only p.aﬂh Lhulae”f and shining points which will feed the
it nt:image and determine what it retains from a former
e i ersists in its own right under three other
sent. But montage p il
B the relation between the sequence shots or sheets of pas
o tll:‘ short shots of passing presents; the relation of the sheets
andw::n themselves, each with the others (as Burch remarked,
:)lf; longer a shot is, the'more important it is to Fmou.r \t\[rhgr:c';i;l::
how to end it); the relation of lhg sheets to the contracte o
present which evokes them. In lh1s_respecl, each witness |nh i aze‘r;
Kane makes his effort to evoke, which corresponds to the sheet o
i i i all of these efforts coincide in
past to which he is committed. But a . ; i
the actuality of ‘Kane has just died, Kane is dead’ v«'rl‘ lC]
constitutes a kind of given, fixed point frorp the outset (similarly
in Mr Arkadin and Othello). And it is in relanor_l to death as a fixed
point where all the sheets of past coexist; childhood, Y‘f‘f[h' IEC
adult and the old man. If montage, therefqre. remains ]l e
cinematographic act par excellence in ‘_W'elles it 1.10ne.the es;
changes its meaning: instead of producing an lpdlrect image Of
time on the basis of movement, it will organize lhe:‘ orde_r 0
non-chronological coexistences or relations in l’he direct time-
image. Diverse sheets of past will be evoked and will embody their
aspects in recollection-images. And, on each occasion, itis (‘)n'thg
theme: is it here that the pure recollection ‘Rosebud’ lies:
Rosebud will not be found in any of the regions explored, even
though it is in one of them, in that of childhood, but so deeply
buried thay it is overlooked. Moreover, when Rosebud bf:comcs
mbodied from its own movement in an image it is strictly for
"obody, in the hearth where the discarded sledge burns. Not only
“ould Rosebud have been anything; in so far asitis somffthmg, it
89€s down into an image which burns independently, is totally
Pointless and of interest to no one.?' It thereby casts suspicion on
:]l,thc sheets of past which have bee.n evoked by th_e TMI'IOLIS
whoacters, even the ones who were interested: the images to
ich they Bave rise were perhaps useless in turn, since thereisno
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longer a present to welcome them, and because Kane died alog
recognizing the emptiness of his whole life, the sterility of al]
sheets. F
In The Magnificent Ambersons, it is no longer a suspicion induce
by the singularity ‘Rosebud’ but a certainty which crashg
headlong into the whole. The sheets of past can still be evoke
and summoned: Isabelle’s marriage of pride, George’s chilg
hood, his youth, the Amberson family . . . But the images that ap
drawn from these are now quite useless because they can g
longer be inserted into a present which would extend them in
action: the town has been so transformed, the new motivity of ca
has replaced that of carriages, the present has changed
profoundly that the recollections can no longer be used.
why the film does not begin with a death, but with a commenta
which precedes any image, and which finds its conclusion at tk
moment when the fall of the family has taken place: ‘It is dg r
but those who wanted to be present were dead, and those
were alive had forgotten the man and what they wanted.’ T}
recollections have lost all extension, now being useless even
give pleasure to the prophets and vengeance-seekers. Th
infiltration of death is so complete that there is no longer a nes
for a death at the beginning. All the evocations coincide
deaths, and every death coincides with the sublime death of tl
major, in the course of the film: ‘He knew that he had to prepa
himself for entering an unknown region where he wasn't
sure of being recognized as an Amberson.’ The recollections
into the void because the present has hidden itself and go
elsewhere, withdrawing any possible insertion from them. Yetit
doubtful that Welles simply wishes to show the vanity of the p a
If there is a nihilism in Welles, it is not here. Death as fixed pol
has a different meaning. What he is showing — already in Citize
Kane — is this: as soon as we reach the sheets of past it is as if Wi
were carried away by the undulations of a great wave, time §
out of joint, and we enter into temporality as a state of pe
crisis.”? :
A third step is taken with The Lady from Shanghai. Previously the
sheets of past went beyond the recollection-images in all di
tions; but their evocation made them produce images of this kin@
even if these images were floating and had no other applicatior
but death. The new situation is very different: the sheets Of
regions of past are always there, and can still be distinguished, Y€
they can no longer be evoked and are now accompanied by ¢
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ion-image. But then how are they distinguished, since no
ollect” Lage is responsible for them or draws its trademark
remllecnﬂ';-ll[:isis if the past surfaces in itself but in the shape c_)f
pheEs which are independent, alienated, off-balance, in
rsonalities \bryonic, strangely active fossils, radioactive, inex-
some €T C}I:e resent where they surface, and all the more
licable |'n :i auﬁ)nomous. Not recollections but hallucinations.
harmﬂll dt;le split personality, now shows the past. The story 9f
Madnesf. ; m Sﬁanghai is that of an initially naive hero caught in
e Lad}fir:;th‘ers. captured, snapped up (there is a similarity here
i(:anelli's subjects, without going so far as to talk of
: e. which would not please Welles). We have three
e in turmoil, like three sheets of past who come and
e the hero, without his being able to evoke anything of
Smeﬂ;]ge ts or eve;1 decide between them. There is Grisby, the
B oo like a spring-loaded devil; and on this sheet the
man who appears like a spring e
hero finds himself hunted for murder, when w dh Lven
suggested to him was apparemly_ a fake r{lurder. ’T ere' 1s ;
lawyer Bannister, with his cane, his paralysis and his ogtm%foua
limp, who wants to get him sentenced when he suggested to fm;l
cast-iron defence. There is the woman, the lunatic queen o L e
Chinese quarter, by whom he is totally obg.essed. whilst she mal es
use of his love, from the depth of an indecipherable Oriental past.
The hero becomes all the more crazy because he can recognize
nothing of these pasts which are realized in alienated personali-
ties, and perhaps projections of his own past which have become
independent.®* And still the Others exist, have a re:ahty and run
the game in The Lady from Shanghai. A fourth step will be taken in
Mr Arkadin: how to make one’s own past incapable of being
recalled? The hero will have to feign amnesia in order to send (_)ff
an investigator who must locate the immature ‘persqnahues
€manating from the regions of this past, hz_:unung. different
Places which are now only stages in the exploration of time. These
Witnesses will be murdered one by one by Arkadin as he foll(?ws
the trails of the investigation. He makes out that he is recouping
all the splits in himself into a grandiose, paranoid unity whlclh
would know nothing but a present without memory, true amnesia
A last. Welles's nihilism finds a way of being expressed which is
Rherited from Nietzsche: suppress your recollections, or sup-
PTess yourselves . . . The fact that everything begins and ends
With the disappearance of Arkadin, as in Citizen Kane, does not
*Op the inexorable progress from one film to the next: Welles is

the pa st
with M
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no longer content to show the pointlessness of an evocation of ]
past, in a permanent state of crisis of time; he shows g
impossibility of any evocation, the becoming-impossible of ey
cation in a still more fundamental state of time. The regions,
past will keep their secret, and the call to recollection re
empty. The investigator will not even tell what he knows, by
under the pressure of time, will only beg the girl to say that he }
told her it.
The Trial links up with Mr Arkadin. In which sheet of past is
hero to look for the offence that he is guilty of? He can no lo g
recall anything about it, but the whole of it is hallucinatey
Characters fixed to the spot and a veiled statue. There is ¢
region of women, there is the region of books, that of childhe
and of little girls, that of art and that of religion. The present is
more than an empty door from where the past can no longer|
recalled, since it has already left while it was being waited fi
Each region of the past will be explored in these long sh
which Welles has the secret: for instance, the long race
trellised walk whilst the hero is pursued by a crowd of shou
little girls (The Lady from Shanghai already showed a compa
race by the pseudo-murderer in a trellised space). But the re
of past no longer release recollection-images; they set
hallucinatory presences: women, books, little girls, homao
ality, paintings. Except, in all this, it is as if certain sheets 14
subsided, and others risen in such a way that here and there the
are juxtapositions of one particular age with a different one, as
archaeology. Nothing is decidable any more: the coexisting
now juxtapose their segments. The most serious book is
pornographic book; the most threatening adults are also childs
that you smack; women are at the disposition of justice, but justi
is perhaps managed by little girls; and is the lawyer’s secretar]
with her webbed fingers, a woman, a little girl, a skimme
through file? It is as if by breaking up and becoming unbalan
the regions of past have entered into the element of a supe
Justice which stirs them up; from a past in general whi
existences pay each other the price of their injustice (accordin
a pre-Socratic formulation). Welles's success in relation to K
is that he was able to show how spatially distant and chronologh
cally separate regions were in touch with each other, at the bot “
of a limitless time which made them contiguous: this is what dept
of field is used for, the areas which are the furthest apart are i
direct contact in the background.?* But what is this backgroun€

com
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all the sheets, from which they emerge and into which
Hot mk on breaking up? What is this superior justice, which
they 80 D% ns are merely secondary to?
all the ref-{lUts of past exist, they are strata from where we draw
ghe S‘}ulee‘tion-imagf:s.. But either they are in any case unu-
g reco?-ﬁ~ death is a permanent present, the most contracted
sab]-e' l?ddu:fwy can no longer be recalled because they are
regic 0; , and becoming twisted, scattered in a non-stratified
brealfm(ge lf"md perhaps the two cases come together; perhaps
SUbS,MB I[I;e universal substance only at the contracted point of
i o But there is no confusion in this; these are two dlffeltenl
- f time, time as perpetual crisis and, at a deeper level, time
SlalEs'(r)nar' r|'1alter, immense and terrifying, like universal be-
a.s p,r.; 'Izhere is a passage in Herman Melville which seems
;:::I:iaﬁ;r intended for Welles: we go from banéag?dlo_ ba}r:dagz;
from stratum to stratum at the he?rt of the pyrami , at the co:
of terrible effort, and all that to (EllsFover that lhe‘re is no or}e in
the funeral chamber — unle;.s it is here _that the substd.nce
without stratification’ begins.”® This is _deﬁmlely not a transcen-
dent element; but it is an immanent justice, t.he _earth, and its
non-chronological order in so far as each of us is directly fronr(;‘lt
and not from parents: autochthony. Itis in the earth that we ie
and atone for our birth. In Welles, the usual way of dying is fldl
on your stomach, the body already in the earth, draggmg
yourself, crawling. All the coexistent strata are n lout':h l‘:n
adjacent to each other in a muddy vital medium. The eart ;:s
primordial time of the autochthonous. And thls'|.s what t c;
cohort of Welles's great characters see: the h.ero o_f Touch q_sz:vz
who dies in the wet, blackish earth; the one in Trial whq dies in
the hole in the ground, and, earlier, Major Amberson in gre}’.:l
pain, speaking with difficulty: * — and us, we came out ({f the
€arth ... So in any case we ought to be in the earth ... " The
€arth was able to sink beneath the waters in order to sustain its
Primitive monsters, as in the aquarium scene and the story of the
Sharks in 7The Lady from Shanghai. And Macbeth, especially
acbeth. It is here that Bazin was able to see the element of
Welles's characters: “This creosoted cardboard set, these barba-

"an Scotsmen, wearing animal-skins and brandishing a kind of

“hce-cross made of gnarled wood, these strange places tinkling
With water and crowned by mists which prevent any hint ofa sky
that would probably not have any stars in it, literally constitute a
Univerge of prehistory, not that of our ancestors the Gauls or the
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but a prehistory of consciousness at the birth of time and sin

when sky and earth, water and fire, good and evil are not
clearly separated.”
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group, but to quite different characters as [?

‘ted places which make up a world-memory. He'.ittams ji
nEORie | relativity, and takes to its conclusion what was only a
ener’flhze'( Welles: constructing undecidable alternatives between
directiof “'1 t. In this way we can also understand his antagonism
sheets o p?_‘srillet and the productive ambiguity of the two
= Rubt‘)e-- ll’ahor:;ﬁon: an architecture of the memory such thatit
Gt develops the coexistent levels of past rather than an
expl“;‘";:l:s which implies simultaneous presents. In both cases
art 0

. : the v . T here is a disappearance of the centre or fixed point, but in
Welles, a fixed point persists, even if it is in contact with the eart site ways.™ . e
(low-angle shot). It is a present offered to our view, someone’ OPESE us try to make some data sheets u_-'l"lld: woul‘d 111“ “i‘l'l‘:n‘*:
death, sometimes given from the start, sometimes prefigured order of progress in certain of _RC'SI?AIS. dﬁ ms, l;‘li-lle z‘" ks
is also a sound-present, the story-teller’s voice, the voice-o dialectic and oppositions. Je t'aime je t'aime: espite e 'pp g
which constitutes a radiophonic centre whose role is essential i of science fiction, this is the simplest figure of time, Cdl;{‘tcl ¥
Welles.”” And it is in relation to this fixed point that all the strat memory concerns only one f:h'fzracter. lt. is true t ]:a Y
or sheets of past coexist and confront each other. Now the f memory-machine does not consist in recolle'ctl{lg but l'rl;l::e f];r t%e
novelty in Resnais is the disappearance of the centre or fixe precise moment of the past. However, wh"n ur.Fposs;l e
point. Death does not fix an actual present, so numerous are t animal, the mouse, is lmp(lSSlblt’:‘ for tl"ne man. For the lrln >
dead who haunt the sheets of past (‘9 million dead haunt past moment is like a shininipom:)lwhlch b:;l(i’:lgez:(:;;nstaﬁ:;:rl
landscape’, 200,000 dead in 9 seconds . . . "). The voice-off is 16 cannot be detached from it. An ambiguous m 4 D
longer l:.:2mr.al, either because it enters into relationships ¢ in two sheets, love for Catrine and'the. decline o'f this love.h So
dissonance with the visual image or because it is divided ¢ that the hero will only be able to relive it by crossmglt]hest;;e;:::
?ulti'pliedu(ll}e)dij{ferent voic&lrs wlhichhsay ‘I was bl;rn oo i;; alalgain, and by, fron; tha(l: nllqrntfn:i ;:;lssmg)tiilnzisé se(!)"ts_ Segions

merican Uncle). As a general rule, the present ns to e knew Catrine, after Catrine’s ves) :

struck with uncertaimyg. dispersed in the Slaraclers‘gomings ar are thus stirred up in the memory of a man jumping f::om one lc:
goings or already absorbed by the past.® Even in the machine f the other, and seem to emerge one after another fror'nldn-(:rlg;n;f
going back in li_rge (Je taime je t'aime)_thg 5resen[ dlfﬁmdhby swamp, universal lapping embodied by the eternal natur
our minutes of decompression required does not have the

Catrine (‘You are still, you are a swamp, of night, of mud. .. Ylou
to become fixed, to be counted, but will send the guinea-pig bac smell of low tide . . ."). Last Year in Marienbad is a more complex
to levels that are always different. In Muriel, the new Bouloj

figure, because here the memory is for two characters. Butitis a
has no centre, any more than the flat with the provisio

memory which is still shared, since it refers to the sam]:? g“"E"S’
furniture: none of the people has a present, except perhaps € affirmed by one of them and refused or denied by the other.
last who finds only emptiness. In short, the confrontation

What happens is that the character X revolves ip a circuit of past
between sheets of past take place directly, each capable of bein which includes A as shining point, as ‘aspect’, whilst A IS In r‘;gflcl’r:
present in relation to the next: for the woman, Hiroshima will b which do not include X or do so only in a nebulous wd){: l be
the present of Nevers, but for the man, Nevers will be the present allow herself to be attracted into X's sheet, or will thell acliter »
of Hiroshima. Resnais had begun with a collective memory, th at shattered and unhinged by A’s resistances wthh are ro' e UP{[II
of the Nazi concentration camps, that of Guernica, that of thé €T own sheets? Hiroshima mon amour comphcatc_s mat;;crs sti
Bibliothéque Nationale. But he discovers the paradox of 2 More. There are two characters, but each has his or her own
memory for two people, or a memory for several: the different

: Memory which is foreign to the other. There is [:[0 longer
i i ily, £ in . i< li : able regions
levels of past no longer relate to a single character, a single family nything at all in common. Itis like two incommensurable reg

, o @ single

3

Resnais is perhaps closest to Welles, his most independent d
creative disciple, who transforms the whole problem. For, j
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of past, Hiroshima and Nevers. And while the Japanese refyge
the woman entry into his own region (‘I've seen everything .
everything . . . You've seen nothing in Hiroshima, nothing . . »
the woman draws the Japanese into hers, willingly and with hj
consent, up to a certain point. Is this not a way for each of them
forget his or her own memory, and make a memory for two, a5
memory was now becoming world, detaching itself from th
persons? Muriel: there are two memories again, each marked
war, Boulogne and Algeria. But this time each one includ,
several sheets or regions of past which refer to the differeng
characters: three levels concerning the letter from Boulogne (the
man who has written the letter, the man who has or has not sen
and the woman who has not received it); two levels concerning t.
Algerian war (the young soldier and the hotel-owner). This is
memory world, for several people, and at several levels, wi
contradict, accuse and grab each other. La guerre est finie does n
it seems to us, signal a mutation, a return to the present, but a
deepening of the same problem. For the hero’s present is itself
more than an ‘age’, a certain age of Spain which is never given
present. There is the age of the civil war, in which the commi _
in exile remains fixed. There is the new age of the young rad
terrorists. And the present of the hero, an ‘official’ [permanent)
the organization, is itself only an age of Spain, a level which
distinct from that of the civil war no less than from the youn
generation who have not experienced it. What appeared as p
present and future is just as much three ages of Spain, so thal
something new is produced, whether in the deciding between
them or at the edge of undecidability. The idea of age tends to
become distinct, to take on an autonomous political, historical, or
archaeological range. My American Uncle will continue this explor-
ation of ages: three characters each of whom has several levels

and several ages. There are constants: each age, each sheet, will
be defined by a territory, lines of flight and blockages of these
lines; these are the topological and cartological limits proposed by

Laborit. But the distribution varies from one age to another and

from one character to another. The ages become ages of the

world, in their variations, because they concern animals as such

(man and mouse rediscover a common fate, contrary to what

happened in Je t'aime je t'aime), but also because they concern @ -

superhuman cosmos, the island and its treasure. It is in this sense
that Bergson spoke of durations which are inferior and superior
to man, all coexisting. Life is a Bed of Roses finally develops the idea

e ages in its own rigl_n;. three ages of the world, thr.ee ages
hateau, three coexisting ages related to the human, but
ssessing and absorbing its own charzfclers rather tl}an all
cach P2 to given people: the age of the Ancient, and utopia; the
relamf]g[he le/lodern. and the conference, the techno-democratic
age 0. ation; the age of Childhood, and legend. Throughout
Orgalv“'z:i wor.k we plunge into a memory which overflows the
Res:;fjtliims of psychology, memory for two, memory for several,
g ry-world, memory-ages of the world.
misnli(t)ll):e question as a whole remains: what are the sheets of past
.1 the cinema of Resnais, whether levels of a single memory,
b f several memories, creation of a memory-world, or
s— ‘ 1d? We must distinguish
demonstration of the ages of the world: ke
several aspects here. In the first place, each sheet of past is a
continuum. If Resnais’ tracking shotls are farr}ousl it is becal;)sie
they define, or rather construct, continuums, circuits of‘v..ma' 1 e
speed, following the shelving 'ln.the Blblrolheque' Ndll?l‘ld'e,
becoming immersed in the paintings .of: some period of Van
Gogh. But it seems to be a characteristic of each co‘n‘llnuufni
within one type, to be pliable. This is what mathemaunat}s ca!
‘the Boulanger transformation’: a square may be ;?ulled into a
rectangle whose two halves will form a new square, with the result
that the total surface is redistributed with each transformation. If
we take the smallest imaginable region of this surface, two
infinitely close points will end up being separated, each allcl)cateﬂ
to one half, at the end of a certain number of transformations.
Each transformation has an ‘internal age’, and we may think of a
coexistence of sheets or continuums of different ages. This
Coexistence or these transformations form a topology. For
instance, the different sections correspond to each of the char-
acters in My American Uncle, or the various periods of Van Gogh: so
Mmany strata. In Last Year in Marienbad, we are in a situation fortwo
characters, A and X, such that X settles on a sheet where he is very
close 1o A, whilst A is on a sheet of a different age where she is on
the contrary distant and separated from X. These are not simply
dccentuated geometric figures; it is the third character, M, who is
Withess here of the transformation of a single continuum. The
Jduestion of knowing if two continuums of.a c.lifferent type, each
AVing a ‘middle age', can in turn be assimilated to the trans-
formation of a single one surfaces with Hiroshima mon amour, in
Such way that one is a modification of the other in all its regions:
roshima — Nevers (or from one character to the other in My

of thre
of the €
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American Uncle). It is in this way that the notion of age, ages of th,
world and ages of memory, is profoundly Jjustified in Resnaje
cinema: events do not just succeed each other or simply follow ,
chronological course; they are constantly being rearran
according to whether they belong to a particular sheet of pas
particular continuum of age, all of which coexist. Did X know
or not? Did Ridder kill Catrine, or was it an accident, in Je taiy
taime? Was the letter in Muriel sent and not received, and -_
wrote it? These are undecidable alternatives between sheets ¢
past, because their transformations are strictly probabilistic from
the point of view of the coexistence of ages. Everything depend
on which sheet you are located on. And this is always th
difference that we find between Resnais and Robbe-Grillet: w|
one gets through discontinuity of peaks of present (leaps),
other obtains by transformation of continuous sheets of
There is a statistical probabilism in Resnais which is completel
different from the indeterminism of the ‘quantum’ type i
Robbe-Grillet. :
Yet Resnais has subdued the discontinuous as much as Ro
Grillet has subdued continuity. This is the second aspect which w
see in Resnais, deriving from the first. What happens is that th
transformations or new distributions of a continuum consistent
and inevitably end in a fragmentation: a region, no matter ho!
small, will be fragmented, at the same time as its closest points w
each move into a half; every region of a continuum ‘may begin b
changing shape in a continuous way but will end up being cul
two, and its parts will in turn be fragmented’ (Stengers). M
and especially Je t'aime je t'aime, exhibit this inevitable frag
tation of sheets of past to the highest degree. But before them Vai
Gogh created a coexistence of periods the last of which, the onei
Provence, speeds up the tracking shots across the canvases, 2 L
also multiplies the cutting shots and extends the dissolves i '
black, in a ‘hacked montage’ [montage haché] which ends in dee
blackness.* In short, the continuums or strata continually frz
ment at the same time as they become rearranged, from one ag
to another. In Je t'aime je t aime, a perpetual stirring will make w
was faraway close and what was close faraway. The continuum
continually fragments, to give a different continuum, itself .
course of fragmentation. The fragmentations are inseparablé
from the topology, that is, from the transformation of a conti
nuum. We see here a technical stress which is essential in
cinema. Just as with Welles, as we shall see, short montage is not
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wide shots or tracking shots: montage is in strict

se('i mwith these, and marks the age of their transformation.
correlalfm:i remarked, Resnais sometimes does a tracking shot
As GOd‘"fxed shots, but he also produces a fragmentation by
with two f] r instance from the Japanese river to the banks of the
u-af‘"‘?ﬁ(i perhaps in Providence that cut and continuum attain
or hest unity: the one brings together states of body (organic
the hight states of world (storm and thunder), states of history
rat[]mgs}f ;nachine-gun fire, bombs exploding), whilst the other
(bur_slﬁ (zmt the redistributions and transformations of these
ca(l‘ﬂ:-‘s As in mathematics, cuts no longer indicate continuity
::;;:fti;)ns but variable distributions between the points of a
m?:?}:jeut"}:i'rd place, Resnais has never disguised his liking, in his
preparatory works, for a complete biography of the characters, a
detailed cartography of the places they go to and their itineraries,
an establishment of diagrams in a true sense: even Last Year. . .is
caught up in this requirement of his. For biographies alreacjy
allow him to delimit the different ‘ages’ of each character. But, in
addition, a map corresponds to each age, that is, to a continuum
orasheetof past. And the diagram is the set of transformations of
the continuum, the piling-up of strata or the superimposing of
coexistent sheets. The maps and diagrams survive, then, as
integral parts of the film. The maps appear, first, as descriptions
of objects, places and landscapes: series of objects are used as

witnesses from Van Gogh, to Muriel and to My Amenccfn Unde."
But these objects are above all functional, and functioq in Resnais
is not the simple use of the object but the mental function or level
of thought which corresponds to it: ‘Resnais conceives of cinema
Notasan instrument for representing reality but as the best way of
approaching the way the mind functions.” Van Gogh already set
Out to deal with painted things as real objects whose functions
Would be the artist’s ‘internal world’. And what makes Night and
Fog so overpowering is that Resnais succeeds in showing, by
means of things and victims, not only the functioning of the camp
Put also the mental functions, which are cold, diabolical, almost
Mmpossible to understand, which preside over its organization. In
the Bibliothéque Nationale the books, trolleys, shelving, stairs,
#isand corridors constitute the elements and levels of a gigantic
m€mory where men themselves are only mental functions, or
Neurgnijc messengers’.* As a result of this functionalism, carto-
Braphy i essentially mental, cerebral, and Resnais has always said
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that what interested him was the brain, the brain as world,
memory, as ‘memory of the world’. It is in the most concrete 4 ;
that Resnais attains a cinema, creates a cinema which has only ope image » " e, Bergson says that pure recollection should
single character, Thought. Each map is in this sense a meng, crucial pa:,satg be confused with the recollection-image which
continuum, that is, a sheet of past which makes a distribution deﬁmtel}! n[:)] it: it remains a ‘magnetizer’ behind the halluci-
functi T I . jves 1ro ' s e 5
: ctions correspond to a distribution of objects. The car der} s which it prompts.™ On each occasion, pure recollection is
graphical method and coexistence of maps in Resnais may b pation

e Hunie ontinuum which is preserved in time. Each sheet of
distinguished from the photographic m i : inasheetor CONC A .~ — s ; :
ethod in " L PR THE : :
s i simiabansitnof Enapsi?otsr,) e v :heRtOl::)e E-l ast has its distribution, its fragmentation, its shining points, its

o ; : ae, in shortan age. When I take up position on such a sheet,
;Eﬁ:iﬁp-:};ig??r:ngrgdﬁ;:.c;ndRéesna.ls. the ;ilagram will :":Elﬂ?;gs can ‘hapgt;gn: either 1 disi:ovel_' there the p‘oim’ I was
from sheet to sheetp with redies.t r.‘; 4 sct-o flr;nsfqrma - looking for, which will thus be actualized in a recollection-image,
P . b" : ributions ‘0 unctions but it is clear lh:?.l the la_tter dpes not possess |n'|tsc1f the marlf of

gmentations of objects: the superimposed ages of Auschy the past which it only inherits; or I do not discover the point,
“f‘?“‘wa“ Uncle will be a grand attempt at diagrammatic ment; beca?lse it is on a different sheet which is inaccessible to me,
;dsli';ogiagll;g ;I;igeng?fs ;rz ;u pﬁrtm posed a;:d transformed, i belonging to a (!if ferent age. Last Year in Marie_ﬂbad is precisely a
B b il D tt;:]c ) aracter to the next. story of magnetism, hypnotism, in which we might say that X has

6 Eriate problem IIJ[ - Chvion t:;c;:gr;t on memory which seen recollection-images and that A does not, or only very vague ones,
Picolleeiorimace .and ﬂashbi kd ]l{ mfj'r_nory.ls reduced to because they are not on the same slgeel." But a third case can
provision for it aﬁd Kis hiile tod(f 1 h‘?s?"fs mdk_es no sp arise: we constitute a continuum with f_ragmems of different
thiit ke sud. i : ; le 1it. Itis not difficult to ages; we make use of transformations whlch‘lake pla_ce belwe(?n

e RO At nightmares, fantasies, hypotheses and ar two sheets to constitute a sheet of transformation. For instance, in
g:;'}?l?:ék‘;ll,f?:?;st::etilﬁa:“:ﬁg'“a"')’- are more important a dream, there is no longer one recollection-image which
ki s dnninis. Bate s f"el ‘;fe 59’“;4“’*‘—'_"*“0“'“ one embodies one particular point of a given sheet; there are a
longer tell what is flashback : n‘;’ hlmf = _‘_‘"‘“g’“d we cal number of images which are embodied within each other, each
afen likewise with Te HIG WAL B not; and in Muriel the referring to a different point of the sheet. Perhaps, when we read
one, likewise with Je taime je taime (‘There are absolutel a book, watch a show, or look at a painting, and especially when
flashbacks or anything of the sort,’ says Resnais). Night and we are ourselves the author, an analogous process can be
g_’;i:j lfl:ef?at:ﬁljl::kuga}:do[fhzsf-ﬂlw sum of lfil}lthe ways of escap ::_iggered: we constitute a sheet of transformation which inventsa
But in this w: 3 Ialse piety otne recollection-imz ind of transverse continuity or communication between several
ooclln 'f’ way we are not going beyonc'i an observation that sheets, and weaves a network of non-localizable relations between
Esefu{2;:2;::;5':83;12;“-:1;:6? of "mei the flashback is' jus ;hes'll:- In this way we extract non-chronological time. We draw out
justified from lienhiere. T rl‘ll Lonp oyed, must always & lra'e:ft which, across all the rest, catches and extends the
sdsgieyofthe Rashbaik, esnais’ case, however, this LaJk 0‘1“)' of points, Fhe evolution of regions. This is evidently a
bas;{d :‘“yti: the flashback does not stop his work as a whole b ins- ;Whlch runs the risk of failure: sometimes we only produce an
s intr;rv:n?ze:flstence of sheetslo‘f past, the present no lOfl w:" "fllel_ll dust made_o‘ut of J_lzxtapos_(fd borrowings; sometimes
i : g as centre of evocation. The machine of Je t'a thi only form generalities which retain mere resemblances. All
e i up‘and Tragments s of e i viich M| % 1 iy o G recllions b Wl ve ik
invent a memor ):vhicg is -u!li)t‘;ln 5 w?i: 1tght foe o sets.oui work of% or try to trick others (Muriel). But it is possible for the
\brosigh recolleztion—ima ‘2 He m(Trea ive '::u-r no longer F‘MSS > and hallidtt ’to succeed in inventing these paradoxical hypnotic
ently tasadmical si[uatioﬁ 5 ow can we explain such an appat™ alvay. “:(.En.nory sheets “_rhose propertyisto be at once a pastand
W o - ) S e i come. It is a third possibility which was suggested for

e must go back to the Bergsonian distinction between €Nbad: M would be the dramatist-storyteller of whom X and
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collection’, which is always virtual, and ‘the recollection-

i re . . .
gore hich makes it actual only in relation to a present. In a
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But when transformations themselves form a s!zeet which
wb he others itis as if feelings set free the consciousness or
crosses all l h which they were loaded: a becoming conscious
[hough_l " which shadows are the living realities of a mental
according ‘iufeelings the true figures in a ‘cerebral game’ which is
theatre 3"‘( te. It is hypnosis which reveals thought to itself. In a
very comrim'enl Resnais goes beyond characters towards feel-
siﬂgl‘: mfvbey(md‘feelings towards the thought of which they are
i ,;?;acters. This is why Resnais is always saying that he is
!hc E .:ed only in what happens in the brain, in cerebral
mlel::nisms _ ‘monstrous, chaotic, or creative mechanisms."" If
me;:.n s are ages of the world, thought is the non-chronological
ff;lé Ehich corresponds to them. If fee[ings are sl}eets of past,
thought, the brain, is the_set‘of norll-locallzab}e relations between
all these sheets, the continuity whl(fh rolls them up and_ unrolls
them like so many lobes, preventing them‘from halting ar}d
becoming fixed in a death-positipn. Accordmg_ to the n(.)vellsl
Belyi, ‘we are the unrolling of a cinematographic film SlleC:Cl to
the minute action of occult forces: should the film stop, we will be
fixed for ever in an artificial pose of terror’.*? l_n cinema, E}esnass
says, something ought to happen"arou'nd the image, behind the
image and even inside the image’. This is what happens when the
image becomes time-image. The world has become memory,
brain, superimposition of ages or lobes, but the brain itself has
me consciousness, continuation of ages, creation or growth
of ever new lobes, re-creation of matter as with styrene. The
screen itself is the cerebral membrane where immediate and
direct confrontations take place between the past and the future,
the inside and the outside, at a distance impossible to determine,
independent of any fixed point (which is perhaps what creates the
Strangeness of Stavisky). The image no longer has space and

Movement as its primary characteristics but topology and time.

A would be simply the characters, or better the two sheets frg
which he will draw out a transverse one. It is above all |
Providence, one of Resnais’ finest films, that we witness »
redistributions, fragmentations and transformations which ¢
continually from one sheet to another, so creating a new on
which takes them all away, goes back to the animal and extends
the edges of the world. There are many difficulties and failures
this work of the drunken old story-teller: for instance, thy
terraces borrowed from three ages, and the footballer,
sheet has he come from, and should he keep it? Benayoun goes
the heart of the matter when he says: ‘The absence of
childhood-adolescence-adult age succession in Resnais .
haps pushes him to reconstitute a synthesis of the life-cycle g
creative plane, starting with birth and perhaps foetal age,
death and its preceding experiences, even if he combines th
on occasion in the same character.* The work of art ¢
coexistent ages, unless it is prevented from doing so, fixed g
exhausted sheet, in a mortified fragmentation (Les statues
aussi). Success appears when the artist, like Van Gogh,
that excess which transforms the ages of memory or the wo
‘magnetic’ operation, and this operation explains the ‘monta
rather than the other way round.
No author is less bound up in the past. It is a cinema which
an endeavour to sketch the present, prevents the past from b
debased into recollection. Each sheet of past, each age calls
the mental functions simultaneously: recollection, but e
forgetting, false recollection, imagination, planning, judger
... What is loaded with all these functions, each time, is feel
Life is a Bed of Roses begins with ‘love, love'. It is feeling wh
stretches out on a sheet and is modified according
fragmentation. Resnais has often declared that it is not cha
that interest him but the feelings that they could extract
them like their shadows, depending on which regions of past
are placed in. Characters are of the present, but feelings plun
into the past. Feelings become characters, as in the paint
shadows in the sunless park (Last Year in Marienbad). This is whei
- music becomes specially important. Resnais may therefore s
times think that he is going beyond psychology, sometimes tha
is remaining within it, depending on whether we are tal
about a psychology of characters or a psychology of pure fee
And feeling is that which is in continual exchange, circul:
from one sheet to another according to what transformatiof
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;. actual linkages, legal, causal and logical connecfions. It
fml this system includes the unreal, the ref:olleqlon, tl'_le
d the imaginary butas contrast. Thu§ th imaginary will
. in the forms of caprice and discontinuity, each. image
P state of disconnection with another into which it is
being m,:ed This will be a second pole of existence, which will be
"""“‘gb ure appearance to consciousness, and no longer by
g o rlg)cr,ions. Images of this type will be actualized in
legal ‘C(:lr:.ncss in accordance with the needs of the present actual
cons;,:;_-ocrises ‘of the real. A film may be entirely made up of
o [m-imagt‘s; these will retain their capacity for perpetual
ﬂ;:_-;:mnec:ion and change which contrasts them with real-images.
The organic system will, therefo:_’q, consist of these twq modes of
existence as two poles in opposition to each other: lt.nkgges of
actuals from the point of view of the real, and a_ictua.hzauons in
consciousness from the point of 'view of the imaginary. The
crystalline regime is completely dlffere_nt: the actual is cut off
from its motor linkages, or the real from its legal con nections, and
the virtual, for its part, detaches itself from its actualizations,
starts to be valid for itself. The two modes of existence are now
combined in a circuit where the real and the imaginary, the actual
and the virtual, chase after each other, exchange their roles and
become indiscernible.! It is here that we may speak the most
precisely of crystal-image: the coalescence of an acFuEil ima.ige and
its virtual image, the indiscernibility of two distinct [images.
Passages from one regime to the other, from the organic to the
crystalline, can take place imperceptibly or there can be constant
overlapping (Mankiewicz, for instance). There are none the less
wo regimes which differ in nature. .
The third point no longer concerns description, but narration.
Organic narration consists of the development of sensory-motor
schemata as a result of which the characters react to situations or
act in such a way as to disclose the situation. This is a truthful
Narration in the sense that it claims to be true, even in fiction. Such
d regime is complex because it can produce interventions from
reaks (ellipses), insertions of recollections and dreams, and
Ve all because it implies a certain usage of speech as a
eveﬁ”P“lent factor. However, we are not yet considering the
*Pecific nature of this factor. We simply note that the sensory-
otor schema is concretely located in a ‘hodological space’ (Kurt
l::]wf"}' which is defined by a field of forces, oppositions and
S1ons between these forces, resolutions of these tensions

6 The powers of the false

dream a1

Two regimes of the image can be contrasted point by point: 3
organic regime and a crystalline regime, or more genera
kinetic regime and a chronic regime. The first point co
descriptions. A description which assumes the independe:
its object will be called ‘organic’. Itis not a matter of knowing
object is really independent, it is not a matter of knowing if tl
are exteriors or scenery. What counts is that, whether
scenery or exteriors, the setting described is presen
independent of the description which the camera gives of it, 4
stands for a supposedly pre-existing reality. In contrast, what
will call a crystalline description stands for its object, repl:
both creates and erases it — as Robbe-Grillet puts it — 3
constantly gives way to other descriptions which con
displace, or modify the preceding ones. It is now the descrij
itself which constitutes the sole decomposed and mult
object. We see it in a whole variety of areas, the flat views ang
tints of colour in the musical comedy, the ‘anti-perspective
transparencies’ of Syberberg. Sometimes we go from one r
to the other, as in An Actor’s Revenge(Ichikawa) where a yello
blurs and passes across a painted canvas. But the difference is
between scenery and exteriors. Neo-realism and the new w
constantly filmed on location, in order to extract from it
pure descriptions which develop a creative and dest
function. In fact, organic descriptions which presuppose:
independence of a setting serve to define sensory-motor
ations, while crystalline descriptions, which constitute their
object, refer to purely optical and sound situations detached fro
their motor extension: this is a cinema of the seer and no longer
the agent [de voyant, non plus d’actant).

The second point is a consequence of the first, and concerns
relation between the real and the imaginary. In an orgé
description, the real that is assumed is recognizable by
continuity — even if it is interrupted — by the continuity
which establish it and by the laws which determine succession
simultaneities and permanences: it is a regime of localiza®®

El
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according to the distribution of goals, obstacles, means, detop
' pstacles:

means, or even detours. It can be said, from a
The corresponding abstract form is Euclidean space, because

unconnected with cinema, but which is fully con-

: sl : 3 2 ctive . : :
is the setting in which tensions are resolved according to a p rng by it: ‘Before hodological space, there is that overlapping
ciple of economy, according to the so-called laws of extremum . ﬁrm'?rs ectives which does not allow the grasping of a given object

of p¢

o there are no dimensions in relation to which the unique
bccau,s uld be ordered. The fluctuatio animi which precedes
et “Oe action is not hesitation between several objects or
resolu;n se\;feral directions, but a mobile covering-up of sets which
be“?::compatible, almost alike and yet disparate.” It is here that a
e lline narration will extend crystalline descriptions, their
. s?itiuns and variations, through a crisis of action. But, at the
reﬁlee time as concrete space ceases to be hodological, abst.ract
:aace ceases to be Euclidean, losing in turn the legal connections
and laws of extremum which govcrned‘l_t. of course, we 'reallze
the dangers of citing scientific propositions outside their own
sphere. It is the danger of arbitrary metaphor or of forcn_:d
application. Bu_l perhaps Ll)esg dangers are averte.d if we restrict
ourselves to taking from scientific operators a p'fimc_ular concept-
ualizable character which itself refers to pon-;.c:emlﬁc areas, fmd
converges with science without applying it or making it a
metaphor. It is in this sense that we can talk about Riemanian
spaces in Bresson, in neo-realism, in the new wave and in the.Ne'w
York school, of quantum spaces in Robbe-Grillet, of prpbablllsuc
and topological spaces in Resnais, of crystallized spaces in Herzog
and Tarkovsky. We say, for example, that there is Riemanian
space when the connecting of parts is not predetermined but can
take place in many ways: it is a space which is disconnected, purely
optical, sound or even tactile (in the style of Bresson). Thm.'e are
also empty and amorphous spaces which lose their Euclidean
co-ordinates, in the style of Ozu or Antonioni. There are
Crystallized spaces, when the landscapes become hallucinatory in
a setting which now retains only crystalline seeds and crystalliz-
able materials,

Now what characterizes these spaces is that their nature cannot
€xplained in a simply spatial way. They imply non-localizable
Pelations. These are direct presentations of time. We no longer
Ve an indirect image of time which derives from movement, but
direct time-image from which movement derives. We no longer
4¥¢ a chronological time which can be overturned by move-
?ems which are contingently abnormal; we have a chronic
..v"*chronological time which produces movements necessarily
“onormal’, essentially ‘false’. It can also be said that montage

minimum and maximum: for example, the simplest route, y
most appropriate detour, the most effective speech, the
mum means for a maximum effect. This economy of na
then, appears both in the concrete shape of the action-image 3
hodological space and in the abstract figure of the moveme
image and Euclidean space. Movements and actions may p
many obvious anomalies, breaks, insertions, superimp
and decompositions; they none the less obey laws which are
on the distribution of centres of forces in space. We can s
general that time is the object of an indirect representation ir
far as it is a consequence of action, is dependent on move
and is inferred from space. Hence, no matter how disordere
it remains in principle a chronological time.
Crystalline narration is quite different, since it implies a c¢
apse of sensory-motor schemata. Sensory-motor situations
given way to pure optical and sound situations to which ck
acters, who have become seers, cannot or will not react, so
their need to ‘see’ properly what there is in the situation.
the Dostoevskian condition as taken up by Kurosawa: in the m
pressing situations, The Idiot feels the need to see the term
problem which is more profound than the situation, and
more pressing (the same is true for most of Kurosawa'’s fil
But, in Ozu, in neo-realism and in the new wave, vision is
longer even a presupposition added to action, a prelimina
which presents itself as a condition; it occupies all the roon
takes the place of action. Thus movement can tend to ze
character, or the shot itself, remain immobile: rediscovery @
fixed shot. But this is not what is important, because move
may also be exaggerated, be incessant, become a world mo!
ment, a Brownian movement, a trampling, a to-and-fro, a m
plicity of movements on different scales. What is importantis
the anomalies of movement become the essential point instea
being accidental or contingent. This is the era of false continu
shots as inaugurated by Dreyer.” In other words crystalline
ration will fracture the complementarity of a lived hodole
space and a represented Euclidean space. Having lost its sens©
motor connections, concrete space ceases to be organized acce
ing to tensions and resolutions of tension, according 1o g%

a
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risis of truth thus enjoys a pause rather t‘han a solu%ion.

othing prevents us from affirming that incompossibles
" the same world, that incompossible worlds belong to the
g erse: ‘Fang, for example, has a secret; a stranger calls at
.. Fang can kill the intruder, the intruder can kill Fang,
.an both escape, they can both die, and so forth ... you
they ¢ ¢ this house, but in one of the possible pasts you are my
grive & in another, my friend ...” This is Borges’s reply to
c"‘."m}-};- the straight line as force of time, as labyrinth of time, is
b = ne which forks and keeps on forking, passing through

the li ; A
o ssible presents, returning to not-necessarily true pasts.

lyﬂiow status of narration follows from this: narration ceases to
53 truthful, that is, to c!airn to be true, and.becomes _funda-
mentally falsifying;;?{‘hls is not at ?ll a case of ‘each has its own
rruth’, a variability of content. It is a power of the false which
replaces and supersedes the form of the true, because it poses the
simultaneity of incompossible presents, or _thf:- coexistence of
not-necessarily true pasts. Crystalline descnPuon‘was already
reaching the indiscernibility of the real and t'hc imaginary, but the
falsifying narration which corresponds to it goes a step fun.her
and poses inexplicable differences to the present and alternatives
which are undecidable between true and false to the past. The
truthful man dies, every model of truth collapses, in favour of the
new narration. We have not mentioned the author who is
essential in this regard: it is Nietzsche, who, under the name of
‘will to power’, substitutes the power of the false for the form of
the true, and resolves the crisis of truth, wanting to settle it once
_and forall, but, in opposition to Leibniz, in favour of the false and
is artistic, creative power . . .

From the novel to the cinema, Robbe-Grillet’s work testifies to
the power of the false as principle of production of images. Thisis
N0t a simple principle of reflection or becoming aware: ‘Beware!
this is cinema’. It is a source of inspiration. The images must be
Produced in such a way that the past is not necessarily true, or that
.lhe 'mpossible comes from the possible. When Robbe-Grillet
PPeals 1o the detail which falsifies in the image (for instance, The
a::; Who Lies should not have the same suit and tie several years
pri ) We see that the power of the false is also‘ the most ger!eral
- 'Miple that determines all the relationships in the direct
a:;'i:fnage_ In one world, two characters kpow each other, in
firgy kt‘f world they don’t know each other, in another one the

"ows the second, in another, finally, the second knows the

tends to disappear in favour of the sequence shot, with or withe
depth. But this is not true in principle, and montage remaing
most cases the essential cinematographic act. It simply changes
sense: instead of composing movement-images in such a way th
an indirect image of time emerges from them, it decomposes ¢
relations in a direct time-image in such a way that all the posi
movements emerge from it. It is not recollections or dr
which determine these chronic relations. Recollection- or dre
images are on the way to actualization in sensory-motor sch
and presuppose their broadening or weakening, but not
breaking in favour of something else. If time appears direc
in de-actualized peaks of present; it is in virtual sheets of past.
indirect image of time is constructed in the organic regim
accordance with sensory-motor situations, but the two
time-images appear in the crystalline system in conseque
pure optical and sound situations.
A fourth point, more complex or more general, follot
from this. If we take the history of thought, we see that
always put the notion of truth into crisis. Not that truth
depending on the epoch. It is not the simple empirical con
is the form or rather the pure force of time which puts trut
crisis. Since antiquity this crisis has burst out in the parad
‘contingent futures’. If it is true that a naval battle may take
tomorrow, how are we to avoid one of the true foll
consequences: either the impossible proceeds from the
(since, if the battle takes place, it is no longer possible that
not take place), or the past is not necessarily true (since the.
could not have taken place).’ It is easy to regard this parade
sophism. It none the less shows the difficulty of concei
direct relation between truth and the form of time, and obli
to keep the true away from the existent, in the eternal or in
imitates the eternal. We have to wait for Leibniz to get the m
ingenious, but also the strangest and most convoluted, soluti
this paradox. Leibniz says that the naval battle may or ma
take place, but that this is not in the same world: it takes pla
one world and does not take place in a different world, and
two worlds are possible, but are not ‘compossible’ with :
other.” He is thus obliged to forge the wonderful notion
incompossibility (very different from contradiction) in ord
resolve the paradox while saving truth: according to him, iti$
the impossible, but only the incompossible that proceeds from t
possible; and the past may be true without being necessarily t*

tthe ¢
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first. Or two characters betray each other, only the first
the second, neither betrays, the first and second are th
person who betrays himself under two different names: con,
to what Leibniz believed, all these worlds belong to the |
universe and constitute modifications of the same story.
ration is no longer a truthful narration which is linked tq
(sensory-motor) descriptions. Description becomes its own
and narration becomes temporal and falsifying at e
same time. The formation of the crystal, the force of time
power of the false are strictly complementary, and co
imply each other as the new co-ordinates of the image.
no value-judgement here, because this new regime — no |
the old one — throws up its ready-made formulas,
procedures, its laboured and empty applications, its fail
conventional and ‘second-hand’ examples offered 1
masterpieces. What is interesting is the new status of the i
this new type of narration-description in so far as it
\. inspires very different great authors.” All this could be sun
- up by saying that the forger becomes the character of the cij
not the criminal, the cowboy, the psycho-social man, the h
hero, the holder of power, etc., as in the action-image,
forger pure and simple, to the detriment of all action. T
could previously exist in a determinate form, liar or traitor,
now assumes an unlimited figure which permeates the w
He is simultaneously the man of pure descriptions and
of the crystal-image, the indiscernibility of the real
imaginary; he passes into the crystal, and makes
time-image visible; he provokes undecidable alternatives
inexplicable differences between the true and the f
thereby imposes a power of the false as adequate to
contrast to any form of the true which would control ti
Man Who Lies is one of Robbe-Grillet’s finest films: this &
localized liar, but an unlocalizable and chronic forger in pard
ical spaces. We would also say that Stavisky is not just one
among others in Resnais’ work: even if it is not the
important, it contains the secret of the others, a bit like H¢
James'’s “The Figure in the Carpet’. We might also select ¥
Godard a film which is even more minor yet crucial, bec
presents in a systematic and concise way what will be the con
inspiration for all his work, a power of the false which Godar@
able to impose as a new style and which moves from P2
descriptions to falsifying narration from the point of vieW!

age: we mean Le grand escroc, a free interpretation

n Herman Melville’s great novel.” The Man Who Lies

o isky would also be like Le grand escroc; they would together

and Stav ysimpliﬁed, overblown, provocative, badly received,

form (e ed and reviewed’ manifesto of the new cinema.

padly vl?wl narration is developed organically, according to legal |

Truthfu s in space and chronological relations in time. Of \

connecuﬁ: elsewhere may be close to the here, and the former to

course-;em_ but this variability of places and moments does not

ghe }r:g relelnions and connections into question. They rather

" lmine its terms or elements, so that narration implies an

Fletel: or testimonies which connect it to the true. The investi-

:nqu:l;:’nd witnesses may even take on an autonomous and explicit

sh;;, as in literally ‘judicial’ films. But, wh_ether explicitly or not,

narration always refers to a system of judgement: even when

acquittal takes place due to the bene.ﬁtlof the doqbl, or when the

guilty is so only because of fate. Falsifying narration, l?y contrast,

frees itself from this system; it shatters the system of judgement l

because the power of the false (not error or doubt) affects the

investigator and the witness as much as the person Qresumed .

guilty. ‘In Stavisky the testimonies come from the very living of the |

character who refutes them. Then, within these testimonies,

other witnesses appear, who are already talking about a dead

man.” The point is that the elements themselves are constantly

thanging with the relations of time into which they enter, and the

terms with their connections. Narration is constantly being

completely modified, in each of its episodes, not according to

subjective variations, but as a consequence of disconnected places

and de-chronologized moments. There is a fundamental reason

fC'I'l this new situation: contrary to the form of the true which is

unifying and tends to the identification of a character (his

Scovery or simply his coherence), the power of the false cannot
S¢parated from an irreducible multiplicity. ‘I is another’ [']e est

“" autre’) has replaced Ego = Ego.

. '€ power of the false exists only from the perspective of a
::;e_s of powers, always referring to each other and passing into
guihdlehcr. So that investigators, witnesses and innocent or

b ry €roes will participate in the same power of the false the
Evlénet.fs of which they will embody, at eacl_l stage of the narration.
St the truthful man end§ up realizing t.hat he hgs never
ablepﬁfo lying’ as .Nnelzsche sald..The forger will thus be insepar-

M 4 chain of forgers into whom he metamorphoses.
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he P o
. time-image) works with pure crystalline optical and
e riptions, and falsifying, purely chronic narrations.
dit;i stops presupposing a reality and narration stops
! to a form of the true at one and the same time: hence
rCfcf""‘?arda's Documenteur, where the documentary describes
e s which are now only optical and of sound (walls, the
situatlﬂﬂ' story which now invokes only the abolition of the true,
city), for d[he disconnected gestures of the heroine. Undoubtedly
fouowmgat author has his own way of conceiving description,
each gﬂ; and their relationships.'' The visual and the spoken
narra:::;r into new relations each time. For, as we shall see, a third
ato“fem now intervenes, which is the story, distinct from descrip-
fion and narration. But, to remain with these two instances, we
must propose that they form the f rarflework w!:nch, affler lh'e new
wave, is indispensable he neo-realist res_olutlon still retained a
reference to a form of the true, although n.profo.undly renewed
it, and certain authors were freed from it in thel_r development
(Fellini, and even Visconti). But the new wave deliberately broke
with the form of the true to replace it by the powers of life,
cinematographic powers considered to be more profound. If we
look for the inheritance of the new wave or the influence of
Godard in certain recent films, we immediately see characteristics
which are sufficient to define its most obvious aspect. Bergala and
Limosin's Faux-fuyants tells the story of a man in a car who
accidentally runs over another man and makes off, then makes
enquiries and enters into closer and closer relation with the
daughter of his victim without us knowing what he wants. But the
narration does not develop organically, it is rather as if the
offence of making off was sliding along a chain, metamorphosing
each time, following the characters like so many forgers each of
whom comes up with an excuse [opére un faux-fuyant] for his own
f:;lﬁlses (we can count eight in all), until the offence is reversed,
'*nalofefl Or!glnal‘wnne:ss in turn b_-eclomes the offender whpm a
. ;znue of flight will leave to die in the snow, whilst the circuit
f Pleted by a telephone call which reports this death to the

There is no unique forger, and, if the forger reveals so _ :
is the existence behind him of another forger, if only the g (the 4
in the financial operations in Stavisky or in Le grand es
truthful man will form part of the chain, at one end like the
at the other end, the nth power of the false. And the only o
of narration will be the presentation of these forgers, theirg|
from one to the other, their metamorphoses into each g
literature and philosophy, the two greatest texts
developed such chains of forgers or such series of powers
last book of Zarathustra, in Nietzsche, and Melville’s nor
Confidence Man. The former presents the ‘multiple
higher man who passes through the divine, the two
man with the leeches, the sorcerer, the last pope, the ug
the voluntary beggar and the shadow: they are all fo:
latter presents a series of forgers which includes a dum
legless negro, a man in mourning, a man in grey, a man
man with an account book, a herbal doctor, up to the ¢
tan with the colourful clothes, the great hypnotist, th
physical scoundrel’, each metamorphosing into the o
confronting ‘truthful men’ who are no less false than
Godard outlines a similar series whose characters
representatives of cinéma-vérité, the policeman, the «
man himself and finally the author, the portrait of the
fez. Last Year in Marienbad only connected the hypnoti
(the truthful woman?) to the hypnotist provided that it
behind, yet another hypnotist. Or the series in Muriel, 2
in some respect. Robbe-Grillet’s series develop in the ¢
Trans-Europe Express: Elias, the man of the false, con
Eva, the double agent, from the perspective of the gangste
who presupposes an organization, itself connecting with
Marc, the author and his critic, who pass over into Co
Lorentz . .. Such a construction seems common to
different films and very independent authors. We might me
Hugo Santiago’s film The Others, in which Borges and G2
collaborated: after the death of his son, the bool;lsellerl:ll' B N D O T aorears to be
a:?:iest;Ir:?n:ns?r?flfeoriii"c:"t;)grel:r,lctl}lf)e"sl.zﬁ“l::idmn;:lfewnl‘lz00 : :?tercm with st rangc‘ sie;es whosr:ey;olg function is }Z[)JIFI‘C descrip-
the whole narration, whilst the camera j from point er M€ man telephones the girl, who is baby-sitting, simply for
3 Ist 1 jumps from po her 1, describe i} p lones e girl, . s Yk ) g ltp y

to carry out pure descriptions (the empty qbservatorY) watch him[ ff-‘ flat th?!‘t‘ she ;:. lh*;lﬂ € askst t‘]’ g“'m}‘:if]o“:;
of the true. et ;

This is the essential point: how the new regime of the 1 e girl will repay him this ‘politeness’, asking him to be there

sounc
pescript
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), but (hey show the change in predominance. The cinema is
t L]

presents us with a passion between three characters who ya s narrative, aﬂ(? m'OlI:e ar};i nt!t?ret ':;‘;"“""er tlml itis dysnar-
be ‘judged’, but who simply fall under the purely descriptj ative in 5O far .}s ndf”lt‘?l Iosnwlhiah f:c e { n;‘)[l)e }tri)lns', 'E)Erm}l:-
of a little girl, and into the plot of a detective who wonderg s and transtormation ol L eg? et‘;} I g Fue
story he will be able to draw from it. Passion becomes the esg, pew structure: 1.—[0we\te|]', a Pll;l:-' 'semu:lt]lcs 1s una 'C to follow in
element of this cinema because, as against action, it ties falsj the tracks of this _:ler!’ 10 A c:aus; : e:-re N 'fr?h“"g.a“of} (no:t:
narration to pure descriptions. . descl‘iP“O") whic bels dsl_ _g“';fll Oh l'm'f‘g_es' £ ;: e e
If there is a unity to the new German cinema — Wey parrations cannot be cxprainee by the ava’ld'rso thesigmbier, by
Fassbinder, Schmid, Schroeter, or Schléndorff — it is also the states of a hngUIST_IC'Stl"UCll;I'E which is .fssumed to ul::derllc
a result of the war, in the constantly variable link betwe images in gtl“.'m‘.‘ral;l.ll relates on y pet;:f:[l)!t:ble forms of "“a{ges
elements: spaces reduced to their own descriptions (city and t0 correspoﬂh‘lnhg dserllsory B tTC P“]?:“Pl:)sel no Edr'
or places which are constantly being destroyed), direct ration but from whic erlzzs onel ""r(;""!;onl:at ol v dn(f)‘ll e
ations of an oppressive, useless and unsummonable ti perceptible types c‘mnottr P :e[; SRl 'l - pcll'ocess;sctl:{ arll-
haunt the characters; and, from one pole to the other, ge. Itisin [,hls A anst ng BarEcon elJlen 5 _l!tect'y
of the false which weave a narration, in so far as they take on the time-image, on opSIgI;S ?]“ chronoﬂgl}s. ‘w}" _SI traditional
‘false movements’. The German passion has become fea narration relates to forms of the movement-image and sensory-

is also man’s final reason, his nobility announcing somethin BRSOt SIgNS-
the creation which comes from fear as a noble passion. I
looking for an example not to sum up all the others, bu
others, it would be precisely Schlondorff's Circle of
devastated and divided Beirut, a man from a differe
caught in a chain of forgers, blankly watching the moveme
windscreen wiper. '
Semiology of a linguistic inspiration, semiocri
addressed the problem of falsifying narrations as part of
complex studies of the ‘dysnarrative’.'* But, since it ident
cinematographic image with an utterance, and every seq
with a narration in general, the differences between
could come only from language processes which const
intellectual structure underlying the images. What
this structure was the syntagm and the paradigm, w
both complementary, but under conditions which meant tf
second remained weak and undetermined while the firs
was decisive in traditional narration (Christian Metz). H:
only needs the paradigm to become crucial to the st
order, or the structure to become ‘serial’, for narration t0
accumulative, homogeneous and identifiable character
owed to the primacy of the syntagm. ‘Grand syntagr
overtaken, the Great Lady is dead, subverted, and the ™
elements eat away at her or make her multiply. New syn™
may arise (for example, the ‘projective syntagms’ of Chat€as

when she in turn is simply out walking with a girlfriend. [ i
La pirate proceeds quite differently, but on the same basis;

2

Orson Welles is the first: he isolates a direct time-image and
makes the image go over to the power of the false. These two
aspects are undoubtedly closely linked, but recent writers have
?IIaChed increasing importance to the second, which culminates
n It's All True. There is a Nietzscheanism in Welles, as if Welles
Were retracing the main points of Nietzsche's critique of truth:
:he lru_e world’ does not exist, and, if it did, would be inaccessible,
Mpossible to describe, and, if it could be described, would be
:"::lefi‘superﬂuous. The true world implies a ‘truthful rpan’, a
h O wants the truth, but sgch aman has strange motives, as
the “_uf}l]"e hiding another man in him, a revenge: Othello wants
ack. 3 ‘dbu’l out ofjealoqsy. or, worse, out of revenge for being
time ;een \ argas, the epitome of the Frut!lful man, for a long
‘"Chivesmh mdlfferenl to the fate of his wife, engrossed in the
in the enl? amassing proofs against his enemy. The truthful man
S“Pt:ri(,r(.,wums nothing F}ther than to judge life; he;: holds up a
: e \_dluc. t_he good, in the name of which he will be able to
to b €1s craving to judge, he sees in life an evil, a fault which is
Nietz,
“Hi€an fashion, Welles has constantly battled against the

]

a e :
‘oned for: the moral origin of the notion of truth. In the
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ity of higher value (j}ldgement as ‘revenge’, or
humanity ent of appearances). Ultimately, we can understand the
diSPlaccn:. betweenLang and Brecht and the misunderstandings
enfol.lmimumer. For, in Lang as in Brecht, judgement can no
of this Ee directly exercised in the image, but passes to the side of
Ioﬂg"frwer, to which the conditions of possibility of judging the
.‘hf v::e iself are given. What in Brecht rested on a reality of
ima adictions, in Lang, in contrast, rests on a relativity of
!:onlfarances_” In both of them, the system of judgement, if it
anﬂzrg‘)"s acrisis, is none the less saved and transformed. Things
:re very differept in Welles (even though he made a ‘Langian’,
put disowned, film: The Stranger, where the character betrays
himself). In Welles, the system of judgement becomes definitively
impossible, even ar.ld especially for the viewef. The ransacking of
the judge’s office in The Lady from Shanghai, and especially the
infinite sham of judgement in The Trial, will be evidence of this
new impossibility. Welles constantly constructs characters who
are unjudicable and who have not to be judged, who evade any
possible judgement. If the ideal of truth crumbles, the relations of
appearance will no longer be sufficient to maintain the possibility
of judgement. In Nietzsche’s phrase, ‘with the real world we have
also abolished the apparent world™."*

What remains? There remain bodies, which are forces, nothing
but forces. But force no longer refers to a centre, any more than it
confronts a setting or obstacles. It only confronts other forces, it
refers to other forces, that it affects or that affect it. Power (what
Nietzsche calls ‘will to power’ and Welles, ‘character’) is this power
" affeﬂ_ and be affected, this relation between one force and
z‘el:'::;r_fhlf power is always fulfilled, and this relation is

1 forc:ay t.zf.;!.'l.ed out, even if ina variable manner according to
cuteup anfi w lf_h are present."” We already sense that short,
i Pl.l‘.‘LemeM montage, and the long sequence shot serve
€ach of wﬁ}l_lhpuse. The one presents bodies in a successive way,
‘each shoy l; exercises its force or experiences that of another:
Struck’ 17 _[’?}‘tihs a blow, a cognterjblow, a blow received, a blow
Orces in ius 1 Ulher presents in a simultaneous way a relation of

muhih)l\‘d-‘l tability, in its instability, its proliferation of centres
Toue 0”‘5’?_;[ ation of vectors (the scene of the questioning in
image o -of )-I In both cases, there is the shock of forces, in the
ONtage v the images between themselves. Someg:mes a_short
ban]e incC pr(’duce-s_a sequence shot, through cutting, as in the
“ttmes at Midnight, or a sequence shot produces a short

system of judgement: there is no value superior to life, life
to be judged or justified, it is innocent, it has ‘the inng
becoming’, beyond good and evil . . ." ._

This problem of judgement is no less familiar to the ¢
than to the theatre, and has undergone a complex eygly
Since expressionism, it is the struggle between good and
between light and darkness, that constitutes the .,'.:"
the true (find truth in light and atonement). But Lang’s posj
already unique because he creates a human rather than Fa
dimension of evil, whether in the shape of a hypnotic g
(Mabuse), or of irresistible impulse (M ). This time the qu
truth, that is, of tribunal and judgement, will rev
ambiguity: M can be tried by a court of thieves which
motivated by truth. And the evolution accelerates whe
moves to America and finds there a genre of literally judi
whose assumptions he will renew. It is not simply a
pointing out the difficulty of reaching the true, t
account the shortcomings of the investigation and of
judge (this will again be the case in Lumet’s Twelve Angry
Lang, and also in Preminger, it is the very possibility o
which is called into question. For Lang, it is as if there
any more, but only appearances. The American Lan
the greatest film-maker of appearances, of false i
the evolution of the Mabuses). Everything is appearan
this novel state transforms rather than suppresses the
judgement. In fact appearance is what betrays itself;
moments in Lang are those where a character betray
Appearances betray themselves, not because they would
to a more profound truth, but simply because
themselves as non-true; the character makes a blunder
the visitor’s first name (Beyond a Reasonable Doubt) or
German (Hangmen Die Too). In these conditions, i
possible to make new appearances arise, in the light of whi
first ones will be judicable and judged. The resistance fight€
instance, will bring out false witnesses who will get the tra
knew German condemned by the Gestapo. The syst€
judgement thus undergoes a great transformation, bec&
moves within the conditions which determine the rela
which appearances depend: Lang invents a ProtagOf<=
relativism where judgement expresses the ‘best’ point 0%
that is, the relation under which appearances have a €
being turned around to the benefit of an individual
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montage, through constant reframing, as in Touch of Eyj. .k with himself, who judges life from the perspective
have seen how Resnais rediscovered this complementarity, e man SI¢

his sickness, his degeneration and his exhaustion. And this is
other means. of IS an th hful man, bec: life of sick i

er than the truthful man, because a life of sickness is
Is this to say that, in life, everything is a matter of forces? y, gha svbe‘tt trasts life with death, rather than contrasting it with
it is understood that the relation of forces is not quantitative. qll life, itcon

4 : * .. Nietzsche said: behind the truthful man, who
necessarily implies certain ‘qualities’. There are forces w 'h|gh‘3sr1;;; u:;\sere is the sick man, sick with life itself. And Welles
now able to respond to others only in a single, unifo: ju '

o p . behind the frog, the epitome of the truthful animal, there is
invariable way: the scorpion in Mr Arkadin knows only :

] 7 il the scorpion. the animal sick with itself. The first is an idiot and
string, and stings the frog that carries him over the water, ey the second is 2 bastard.” They are, however, complementary as

it means death by drowning. Variability thus survives iy figures of nihilism, two figures of the will to power.

relation pf f?rces, sipce t!'ne scorpion’s sting turns against j WODOCS this not amount to restoring a system of judgement?
when. it is dtll:l'ec:ed in fth:sf cas: a\th lt:}f rfgolg(;n:::i r:::'s welles constantly says (_)tf %uircxllan. Arkagin, etc.i.lthat l;e ‘dete}sts
scorpion is the type of a torce w lon em morally’ (even if he does not detest them ‘humanly’,
rl;t;tamorphose itself 3;';70’&1"‘8 (;oblh%'van?llon_s f’fb‘i" ::cording to the amount of Life they have kept).*' But it is not a
affect and what it can be aftected by. Bannister 1s a big matter of judging life in the name of a higher authority which
who knows only how to sting. Arkadin knows only how to would be the good, the true; it is a matter, on the contrary, of
Quinlan hm:v to fix the e:vldence. Tl_ns l‘satypeofexhau evaluating every being, every ac[iPn and palission. even every
even when it has re.malned quanmauye]y'very large, a value, in relation to the life which they involve. Affect as
0"(115’ dcﬂ;fil?f_an;if l;lll_. l;eforehdesftroy(;pg itself, and pe immanent evaluation, instead of judgement as transcendent
order to kill itselt. It 1s here that it rediscovers a centre value: ‘I love or I hate’ instead of ‘I judge’. Nietzsche, who had
which coincides with death. No matter how large i already substituted affect for judgement, warned his readers:
exhausted because it no longer knows how to transform itse beyond good and evil does not in the least mean beyond the good and
thus descending, decadent and degenerate: it repres the bad. This bad is exhausted and degenerating life, all the more
potence in bodies, that is, that precise point where the terrible, and apt to multiply itself. But the good is outpouring,
power’ is nothing but a will-to-dominate, a being for dea ascending life, the kind which knows how to transform itself, to
thirsts for its own death, as long as it can pass throu, metamorphose itself according to the forces it encounters, and
otherf&. Welles tr}ultiples_ -the_ list of th'eslt-: al'l-p(;)w:rf?ll I _ ;h"t:ll: forms a copstantly larger f.orce wil!x thelm', .allw;';ys increas-
Bannister and his artificial limbs, Quinlan and his can€; 4 th € power to live, always opening new ‘possibilities’. Of course
and his helplessness when he no longer has an aeropla €T€ Is no more truth in one life than in the other; there is only
the impotent par excellence.' These are men of revenge: 4 ming, and becoming is the power of the false of life, the will
same way, however, as the truthful man who claimed to} Power. But there is good and bad, that is, noble and base.
in the name of higher values. They, on the cont fording to physicists Eobleener is the kind which is capable
h ] ‘ i hi 9f transforming i whi oA .
t emse'lves to be. higher men, these are hl_gher men who 'ming itself, while the base kind can no longer do so.
Judge life by their own standards, by their own autho power on both sides, but the latter is nothing more
this not the same spirit of reve:;ge u} two dforms: : to-dominate in the exhausted becoming of life, while the

f ‘ ho invokes th judging, bu artistic wi ‘vi i ives'

doubie, uinlan, who givs himsel the ight 0odge WU DS ! g bcomimg. Th s-calld Hgher
law; Othello, the man of duty and virtue, but also hi; "’ oo are base or bad. But the good has only one name; it is
Iago, who takes revenge by nature and perversion? It 15 . and this is the trait by which Welles defines his
Nietzsche called the stages of nihilism, the spirit of revelig Omip, haracter, Falstaff; itis also);he trait which we suppose is
various shapes. Behind the truthful man, whoju’dges l!fe“ mwer‘::;‘ ' Don Quixote’s eternal project. If becoming is the
the perspective of supposedly higher values, there is the S5 the false, then the good, the generous, the noble is what

€re is will 1o
than ;).

Ormer g
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_ The P
raises the false to the nth power or the will to power to the e
artistic becoming. Falstaff and Don Quixote may appear ¢ from thehell aberrations of movement take on their indepet?-
braggarts or to be pitiful, history having passed them by; they occurs :;13[ is, when the moving bodies and movements lose their
experts in metamorphoses of life; they oppose becomin dence:

; T then occurs a reversal where movement ceases
history. Incommensurable to any judgement, they h; invanam-‘:l {I?: :iue and where time ceases to be subordinate to
innocence of becoming.” And it is clear that becoming s ;

* n . N
1o dema t: both at once. Movement which is fundamentally decentred
innocent, even in crime, even in the exhausted life in so far

movemff;m movement, and time which is fundamentally liberated
still a becoming. But only the good allows itself to be exhaust i wer of the false which is now brought into effect in false

life rather than exhausting it, always putting itself at the sery; bec iﬂ, (Arkadin always already there). Welles_ seems to be the
what ls'reb'()rn from llfe,.what metamorphoses and creates first to have open_ed this breac!l, where lnco]-rfja:?;m and th;;| :;gw
becoming it makes a Being, so protean, instead of desps g wave were to be lrlllroduced'w:thfcgorrép ett; y di .ergm me :
o rombeig, o e gt of + nor i (Sl e g i cocepion of b o movcmen
ar which are n at the é
immanent becoming, and not one instance which woul
be superior to becoming, whether in order to judge li
appropriate it, and in any event to exhaust it. What Wel
Falstaff and Don Quixote is the ‘goodness’ of life in its
strange goodness which carries the living being to creati
this sense that we can talk about an authentic or a spo
Nietzscheanism in Welles.
Nevertheless, in becoming, the earth has lost all centre, 1
initself, but in that it no longer has a centre around which
Bodies no longer have centres except that of their dez
they are exhausted and return to the earth to disso
Force no longer has a centre precisely because it is in
from its relation to other forces: so, as Didier Goldsch
short shots constantly topple to right and left and the
shot likewise throws up a jumble of vanishing cent
opening of Touch of Ewil). Weights have lost the ¢
equilibrium around which they were distributed; masses h
the centres of gravity around which they were orde
have lost the dynamic centres around which they organ
movements themselves have lost the centres of revolution
which they develop. There is here, in Welles, a mutation
as much cinematographic as metaphysical. For what ¢

beginning of this study: a cinematographic mutation

constructs a world

ation’; the earth. o
Nevertheless we have seen that Welles’s cinema kept some

essential centres (and it is on this very point that Resnais parts
company from Welles). But what we have to evaluate here is the
radical change to which Welles subjected the very notion of
centre. The question of depth of field already took up in a new
way a transformation of painting in the seventeenth century. Itis
possible that Welles's cinema has been able to re-create, for t.he
use of our modern world, a transformation of thought which
originally took place in that distant century. If we follow an
important analysis by Michel Serres, the seventeenth century was
not the ‘classical’ age of the ideal of the true, but the baroque age
par excellence which was inseparable from what is called classical
and where truth passed through a definitive crisis. It was no
longer a question of knowing where the centre was, the sun or the
€arth, because the primary question became ‘Is there a centre or
Mot at all>” All the centres, of gravity, equilibrium, force,
revolution, in short, of configuration, were collapsing. It was at
At point that a restoration of centres undoubtedly occurred, but
::i‘hf Price of a profound change, of a great evolution of the

“nces and the arts. On the one hand, the centre became purely
no::jﬂ[; the point became point of view. This ‘perspectivism’ was
- defined by variation of external points of view on a supposedly

with the ideal of truth is not movement: movement invaria} _
perfectly consistent with the true while it presents in on thd dle object (the ideal of the true would be preserved). Here,
€ contrary, the point of view was constant, but always

point of gravity of the moving body, privileged point.'._th: iNtery. )
which it passes and point of fixity in relation to which it f'"::i 0 the different objects which were henceforth presented
eta

This is why the movement-image, in its very essence, is @ Com; morphosis of one and the same thing in the process of
able to the effect of truth which it invokes while moves pex U?g- his was projective geometry, which lodged the eye at the
preserves its centres. And this is what we have been trying the cone and gave us ‘projections’ as variable as the
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sectional planes, circle, ellipse, hyperbola, point and gty E ising t
tr ®

he false to power, life freed itself of appearances as
lines, the object itself, at the limit, being only the conne

neither true nor false, an undecidable alternative,

v
on

R . . . th: i : ; i
own projections, the collection or series of its own meps well 35 lf': of the false, decisive will. It is We.lles who, beginning
phoses. Perspectives and projections — these are neither tryg put POW© Lady from Shanghai, imposes one single character, the
appearance. | ith The forger exists only in a series of forgers who are his

li:;:;is because the power itself exists only in the form
0 L]

of powers which are its exponents. There is always a
destined to betray the other (Welles stresses thlat the
¢ betray Falstaff, Menzies must betray 'Qumla.n),
her is already a traitor, and betrayal is the link
n forgers throughout the series. Since Welhj:s has a strong
g lity, we forget that his constant theme, precisely as a result
o rz‘onality, is to be a person no longer, in the manner of
ofth'lsigeWc:olf‘s Mrs Dalloway.* A becoming, an irreducible
th?i;licily, characters or forms are now vqlid oply as trans-
?;nnations of each other. And this is the diabolical trio of The Lady
Shanghai, the strange relay-characte_rs of Mr {\r.kadm, the
chain which unites those in Touch of Ewvil, the unlimited trans-
formation for those of The Trial, the journey of the false which
constantly passes through the king, his son a!ld If‘alslf'iff , all three
imposters and usurpers in some way, culminating in tl}e scene
where the roles are exchanged. It is finally the great series in It’s
All True, which is the manifesto for all of Welles’s work, and his
reflection on cinema. F for Falstaff, but above all F for fake Welles
certainly has a conscious affinity with Herman Mel.wlle. even
more important than his less conscious affinity with Nietzsche. It
S in It's All True that Welles constructs a series of forgers as
extensive and perfect as that in Melville’s The Confidence Man,
Welles scrupulously playing the role of the cosmopolitan hyp-
“o,ﬁ“‘ This great series of Welles, the story that is contll}ually
‘"8 modified, may be summed up as follows: L. ‘presentauc:n of
tions of light and dark, violent stripes which affect bo Ja Kada.r, whom all men turn to look at in the street’; 2.
they are in a see-through space (The Lady from Shanghai, T jE:‘:_S‘(‘l‘;_lauon of Welles as conjuror’; 3. presentation of th(;
a whole neo-expressionism which has rid itself both of i sena 18t, author of a book about a forger of paintings, but allsp?
assumptions and the ideal of the true).? One might city Gl';lemolrs of Hughes, the millionaire forger with amu uﬁ.l'
Welles subjected the notion of centre to a double transfe hiny doubles, concgrning \:\rhom we do not know if h}:‘: as
which established the new cinema: the centre ce & Betwee harn.led 1h§- journalist; 4. conversation or exchange
sensory-motor and, on the one hand, became optical, deté tion gf'llwfhe Journalist and the forger of paintings; 5. .'mewel:ll]
ing a new regime of description; on the other hand, at the eithe, elles who assures us that, for an hour, the viewer wil
time, it became luminous, determining a new progre : 5€€ nor hear anything else false; 6. Welles recounts his

e, a : s g
narration. The descriptive or projective, and the na Ka 04 reflects on man in front of Chartres Cathedral; 7. Oja
gloomy . . .

wil

However, this new perspective does not yet give us the mes forge’
establishing a true progression in the figures so described. etam
spacing out the volumes on the flat sections. Thus we must_«
other hand, link it to the theory of shadows, which is, as it wery
inverse of the projective: the luminous source now oc
apex of the cone, the body projected is the opaque
projections are produced by reliefs or bands of shadow.
are the two aspects which form an ‘architecture of vision’
them particularly in Welles’s art; and they give us the fi
for the complementarity between short montage an:
quence shot. Short montage presents flat and flattened
which are so many perspectives and projections, in
sense, and which express the metamorphoses of an i
thing or being. Hence the appearance of a suce
‘numbers’ which often marks Welles’s films; for ex:
different witnesses to the past in Mr Arkadin could be co
as a series of projections of Arkadin himself, who is
ously what is projected on to each plane and the co
point of view according to which we pass from one pro
the next; similarly in The Trial all the characters,
colleagues, student, concierge, lawyer, little girls, p
priest, constitute the projective series of a single ins
does not exist outside its metamorphoses. But, from
aspect, the sequence shot with depth of field powerfull
sizes volumes and reliefs, the bands of shadow from whis
emerge and into which they return, oppositions and

ofa series
cha,-ac[er
: us
rince ™
use the ot

dar’s affair with Picasso at the end of which Welles arrives to
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say that the hour has passed and the affair was invented i, 5
respect.” 4 othe” :[e

Nevertheless, everything is not equivalent to everyt what ual P
and all the forgers are not all so to the same degree or P

: thful man 4
same power. The truthful man forms part of them, like it 4 itis not t

th than the creation of the New: creativity, emergence,
ville called ‘shape’ in contrast to ‘forn?'. z_ﬁrt is Ehe
roduction of shapes, reliefs and projections. The
nd the forger form part of the same chain, but, in
hey who are projected, elevated, or excavated; it

Vargas, or Othello, and Welles in front of Chartres Cathec .heh?arlist- creator of the true, in the very place wh;rt:ithe false
invok o i i B al power: goodness, generosity. Nietzsche drew up a

he invokes a true w rlfi..bu[ t_he true world itself im autains its final po fgh o tog e the AR thrcin

truthful man. In itself, it is an inaccessible and useless worl list of the characters of the po : ;

the cathedral, its only quality is to have been made by men,
is not hidden by appearances; it is it, on the contrary, whi
appearances and provides them with an alibi. Behind the
man there is the forger, the scorpion, and the one const
refers back to the other. The expert in truth gives ap
Van Megeeren’s false Vermeers precisely because the fo
created them by reference to the expert’s own criteria.
the forger cannot be reduced to a simple copier, nor
because what is false is not simply a copy, but already th
Should we not say, then, that the artist, even Verm
Picasso, is a forger, since he makes a model with ap
even if the next artist gives the model back to app
order to make a new model? Where does the ‘bad’
Elmer the forger of Picasso end and the ‘good’ relation ¢
and Veliazquez begin? From the truthful man to the
chain of forgers is long. This is obviously why it is so
define ‘the’ forger, because we do not take into a
multiplicity, his ubiquity, and because we are content to r
historical and ultimately chronological time. But eve

he forgers who presuppose him and that he presupposes, the
o hausted cohort of ‘superior men’, but, still behind, the
Iong,“‘::n Zarathustra, the artist or outpouring life.”” There is
ﬂe‘lﬁr aslin“l chance, so great is the capacity of nihilism to overcome
f:nfor exhausted life to get control of the New from its birth,’and
Iﬁ;r completed forms to ossify metamorphosi§ and to reconstitute
models and copies. The power of the false is delicate, allowing
itself to be recaptured by frogs and scorpions. But it is the only
chance for art or life, the Nietzschean, Melvillian, Bergsonian,
Wellesian chance . . . Kamler's Chronopolis shows that the
elements of time require an extraordinary encounter with man in
order to produce something new.

3

There would be still a third instance beyond description and
farration: the story [récit]. If we attempt a provisional definition,
changed in the perspective of time as becoming. Wh as we have done‘ for the other instances, 'S[Ill without lak‘mg into

account the special importance of the talkie factor, we believe that

criticize in the forgers, as well as in the truthful man, i : , ;
exaggerated taste for form: they have neither the sense the :’;0"}’ in general concerns the subject-object relationship and

power of metamorphosis; they reveal an impoverishme : de"el"me“l of this relationship (whilst narration concerned
; B : z . e - =

vital force [élan vital], of an already exhausted life. The di truth ;’i:-‘]opmem ‘Of the sensory-motor SCl_lemd)- The model of

between the forger, the expert and Vermeer is that the “"‘lnec[ius ﬁnds: its full expre'ssu:n, not in !:he sensory-mf)l(?r

barely know how to change. Only the creative artist on, but in the adequation’ of the subject and the object.

i’ X € mus howey . . : sioo 5
z z ichi i ’ ever, specify what the subject and the object are in
power ofthe_ falsetoa dt?gree which is {'eallzed, not in fo P the onditions of pecity == ot Jto conveminnJ e ihe
transformation. There is no longer either truth or appéd Clmery oo the cinema. According ; :
There is no longer either invariable form or variable poin Calleq ‘g, _f‘S‘ Is called objective, and what the chdrdcl;‘:r §eesh|s
on to a form. There is a point of view which belongs so mu¢ Cine; Jéctive. Such a convention has a place only in the

““‘ "Otin the theatre. Now it is essential that the camera sees
ﬂi:::'flt‘f himself: it is one and the same character who
. °S sees and sometimes is seen. But it is also the same
4 Which gives us the character seen and what the character

the thing that the thing is constantly being transforme®
becoming identical to point of view. Metamorphosis of the€ ¥
What the artist is, is creator of truth, because truth is not ¢

Mer
achieved, formed, or reproduced; it has to be created. Ther€:
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sees. We may, then, consider the story as the developmeng o
kinds of images, objective and subjective, their complex re
which can go as far as antagonism, but which ought
resolution in an identity of the type Ego = Ego; identity
character seen and who sees, but equally well identity o
camera/film-maker who sees the character and is w
character sees. This identity passes through many triz
specifically represent the false (confusion between two ch
seen, for example, in Hitchcock, or confusion in w
character sees, for example, in Ford), but ends up affirmj
for itself by constituting the True, even if the character h;
because of it. We might say that the film begins
distinction between the two kinds of images, and ends
identification, their identity recognized. The variatio
finite, because both the distinction and the synthetic iden
be established in all kinds of ways. The basic conditions
are none the less here, from the point of view of the ver
every possible story.*
The distinction between the objective and the subjecti
also their identification, are brought into question in
kind of story. Here again, the American Lang was
forerunner of a critique of veracity in the story.*® And
was taken up and extended by Welles, starting with Ci
where the distinction between the two kinds of imag
vanish in what the witnesses have seen, without its being
to agree on an identity for the character (‘no trespa
even an identity for the film-maker, about which Welle
had doubts, which he was to push to the limit in It’s
Pasolini, for his part, drew out the consequences of t
situation in what he called ‘cinema of poetry’, in cont
so-called cinema of prose. In the cinema of poetry, the d
between what the character saw subjectively and what th
saw objectively vanished, not in favour of one or the oth
because the camera assumed a subjective presence, acquirt
internal vision, which entered into a relation of
(‘mimesis’) with the character’s way of seeing. Itis here, acc@
to our earlier discussion, that Pasolini discovered how "
beyond the two elements of the traditional story, the oD
indirect story from the camera’s point of view and the subJ€
direct story from the character’s point of view, to achieve tH¢
special form of a ‘free indirect discourse’, of a ‘frqev
subjective’. A contamination of the two kinds of imag®

powers of the fabse g2

ed, so that bizarre visions of the camera (alternation of

establi lenses, ZoOMm, extraordinary angles, abnormal move-
diffcfe‘l‘_: Its .- expressed the singular visions of the character,
alts . - -
n.lsi

atter were expressed in the former, but by bringing the
and the ldh ower of the false. The story no longer refers to an
whole 10 lhe I:rue which constitutes its veracity, but becomes a
-jeal of the U a poem, a story which simulates or rather a
‘ps"“dcf'sw:,yf’the story.” Objective and subjective images lose
8 Ial_lD_ILdion‘ but also their identification, in favour of a new
l*_"’r.dis[;lere they are wholly replaced, or contaminate each
e ‘:- are decomposed and recomposed. Pasolini brings his
°'her’i_f to bear on Antonioni, Bertolucci and Godard, but the
anal): of this transformation of the story is perbaps in Lang and
mlles (the study of The Immortal Story wou%d be important here).
We would like to consider an aspect of this new type of story, as
itappears in a quite different area. If we goto the‘forms which f'or
a long time challenged fiction, we see that the cinema (?f rez'a]:ty
sometimes claimed objectively to show us real settings, situations
and characters, and sometimes claimed subjectively to show t'he
ways of seeing of these characters themselves, the way in which
they themselves saw their situation, their setting, thei}' problems.
In short, there was the documentary or ethnographic p_c)le. 'and
the investigation or reportage pole. These two poles inspired
masterpieces and in any case intermingled (Flaherty on one hand,
and on the other Grierson and Leacock). But, in challenging
fiction, if this cinema discovered new paths, it also preserved and
sublimated an ideal of truth which was dependent on cinematographic
ion itself: there was what the camera sees, what the character
s¢es, the possible antagonism and necessary resolution of the two.
And the character himself retained or acquired a kind of identity
i t:a‘f as he was seen or saw. And the camera/film-maker also
® :\“3 identity, as ethnologist or reporter. It was very important
Cin: allenge the established fictions in favour of a re_-alny that
Ma could capture or discover. But fiction was being aban-
‘\'hi:}‘,i N favour of the real, whilst retaining a model :‘.)f truth
ie(zsg;_'res“Pposed fiction and was a consequence of it. What
Profoy g h“q shown, that the ideal of the true was the most
i;m\e“ fiction, at the heart of the real, had not yet been
be Erour::ll bY_Thf-_‘ cinema. The veracity of the story continued to
4pplieq loed n fiction. When the ideal or model of the true was
era . lhe_ real, it began to change many things, since the
as being directed to a pre-existing real, but, in another
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i
sense, nothing had changed in the conditions of the stgr
objective and the subjective were displaced, not trangfy,
identities were defined in a different way, but remaineq
the story remained truthful, really-truthful instead of fig
truthful. But the veracity of the story had not stopped b
fiction.
The break is not between fiction and reality, but in th
mode of story which affects both of them. A change ¢
around the 1960s, in quite independent places, in
cinema of Cassavetes and Shirley Clarke, in the ‘cinema ¢
lived’ of Pierre Perrault, in the ‘cinéma-vérité of Jean R
Thus, when Perrault criticizes all fiction, it is in the s y
forms a model of pre-established truth, which
expresses the dominant ideas or the point of view of the
even when it is forged by the film’s author. Fiction is
from a ‘reverence’ which presents it as true, in religion
in cinema, in the systems of images. Never has Nietzsche’
‘suppress your reverences’, been so well understo
Perrault. When Perrault is addressing his real
Quebec, it is not simply to eliminate fiction but to free it
model of truth which penetrates it, and on the
rediscover the pure and simple story-telling function
opposed to this model. What is opposed to fiction is not
is not the truth which is always that of the masters or ¢
is the story-telling function of the poor, in so far as
false the power which makes it into a memory, a |
monster. Hence the white dolphin of Pour la suite du
caribou of Le pays de la terre sans arbres and above all the
beast, the Dionysus of La béte lumineuse. What cinema m
is not the identity of a character, whether real or fictional,
his objective and subjective aspects. It is the becoming of th
character when he himself starts to ‘make fiction’, when !
into ‘the flagrant offence of making up legends’ and
butes to the invention of his people. The character is ins
from a before and an after, but he reunites these in th:
from one state to the other. He himself becomes anoth
he begins to tell stories without ever being fictional.
film-maker for his part becomes another when there 2
posed’, in this way, real characters, who wholly replace 0¥
fictions by their own story-telling. Both communicaté
invention of a people. I interposed on behalf of Alexis (L£7%

jour), and the whole of Quebec, in order to get to know wi®

1
| powersof e 15
T . way that to speak to myself I just have to let them
in sud;'l ‘fl‘his is the simulation of a story, the legend and its
speak’ hosis, free indirect discourse of Quebec, a discourse
m‘-’wmorp sand heads ‘little by little’. Thus the cinema can call
ith a thov vérité, all the more because it will have destroyed
wself antmﬂ]'ofthe true so as to become creator and proFlucer of
que Il not be a cinema of truth but the truth of cinema.
gruth: g ﬁe sense intended by Jean Rouch when he spoke of
e lse’:ﬂé' Just like Perrault, with reporting investigations,
'ciﬂé"'“';:ad Béguﬂ with ethnographic films. The e\:roluuon of the
Rouch hors would be difficult to explain if we restricted ourselves
B out the impossibility of achieving a raw real; every-
< mlm_gl avs known that the camera has an active effect on
e 3 that characters react to the presence of the
,iwauons;lj li1t hardly troubled Flaherty or Leacock, who already
ame:;, afalse problems in it. In Rouch and Perrault, the nqvelty
ﬁ:mzr sources. It begins to be c!early ea'cpressed in RO;C}cllln L;s
maitres fous, when the characters in lhe. ntua_l, po’ssess? 1, rEn :
foaming and in trances, are first shown in their daily reality W ere
they are waiters, navvies and labourers, as they become again
after the ceremony. What they were before . . . Conversely, in
Moi un Noir, there are real characters who are shown lhroug}l the
roles of their story-telling, Dorothy Lamour the little prostitute,
Lemmy Caution the unemployed man from Treichville, even if
they themselves then comment on and correct the function }hat
they have released.” In Jaguar, the three characters, especially
the ‘gallant’, share out roles which they are made to con front like
S0 many legendary powers, by the realities of their journey — the
hcounter with the fetishists, the organization of work, the
Making of gold ingots which they lock away and which are useless,
: “Yins visit to the central market, finally the invention of their
e business under a title which replaces a ready-m_ade formgla
a figure capable of making legends: ‘little by little the bird
Makes his . . . bonner’. And they will return to their country, like
Lheestors, full of exploits and lies where the least incident
anour:::s. Power. There is always passage from one [S)[-dte‘ t(;
Sy lLdl the heart of the character, as when the hun_terMapt{ze
g American, or when the travellers in Cocorico Monsieur
e:f.‘COUnter the female devil. To restrict ourselves to these
Pleces, we notice in the first place that the character has
ohjcqi:olbe real or fictional, in so far as he has ceased to be seen
€ly or 1o see subjectively: it is a character who goes over
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crossings and frontiers because he invents as a real charactes
becomes all the more real because he has been better at in
Dionysos is a great synthesis by Rouch: the image of j
society which brings together a Hungarian mechanic
Coast riveter, a West Indian metalworker, a Turkish cz
German woman mechanic, plunges into a before that is
haunted by the three maenads, the white, the black
yellow, but this before is also an after, like the post-
horizon where one worker has become a flautist, an
tambourine player, cellist, soprano, forming the D
cortége which reaches the forest of Meudon. The ‘ci
and its music are a temporalization of the image which
in the present, continually crossing the limit in both di
driven by a teacher who turns out to be a forger, ne
forger, the power of the false of Dionysus himself,
real-fictional alternative is so completely surpassed it is b
the camera instead of marking out a fictional or real p
constantly reattaches the character to the before and 2
constitute a direct time-image. The character must firs
real if he is to affirm fiction as a power and not as a mod
to start to tell stories in order to affirm himself all the
and not fictional. The character is continually becomi
and is no longer separable from this becoming which m
a pcople.
But what we are saying about the character is also vz
second place, and in particular, for the film-maker hi
too becomes another, in so far as he takes real chz
intercessors and replaces his fictions by their own stot
but, conversely, gives these story-tellings the shape of
carrying out their ‘making into legend’. Rouch makes
free indirect discourse at the same time as his charac
that of Africa. Perrault makes his own free indirect disc
the sametime as his characters make that of Quebec.
undoubtedly a big difference in situation between Perrz
Rouch, a difference which is not simply personal but
graphic and formal. For Perrault, the concern is to belor
dominated people, and to rediscover a lost and rép®
collective identity. For Rouch, it is a matter of getting out®
dominant civilization and reaching the premises of af
identity. Hence the possibility of misunderstandings bet¥
two authors. Nevertheless each one as a film-maker sets 0%
the same slender material, camera on the should€t

3
powers of the false D
d [ape-recorder; they must become others, with their
the same time as their characters must become
jves. The famous formula, ‘what is suitable for lh'e
hat one knows who one is and whom one is
. valid. The Ego = Ego form of identity (or its
Iming > ceds?é:;bethem = them% ceasgs to be valid for the
enerateand fo,r the film-maker, in the real as well as in the
- at allows itself to be glimpsed instead, by profoun_d
is Rimbaud’s ‘I is another’ e est un entre]: Godard said
deg” & Jation to Rouch; not only for the characters themselves,
s mrehe film-maker who ‘white just like Rimbaud, himself
o for l1;hat [ is another, that is, me a black.>® When Rimbaud
dedd:;ss ‘] am of inferior race for all eternity . . . I am a be‘ast, a
” : _‘.', it is in the course of passing th.rough a whole series of
forgers, ‘Merchant you are a negro, magistrate you are a negro,
eral you are a negro, mangy old emperor you are a negro . . . ,
up to that highest power of the false w:hlch means that a black
must himself become black, through his white roles, \:\rhllst the
white here finds a chance of becoming black too (‘I can be
saved . . .)). And, for his part, Perrault has no l.es.s a need to
become another so as to join l_ns own pcoplf:. This is no longer
Birth of a Nation, but constitution or reconstitution of a people,
where the film-maker and his characters become others together
and the one through the other, a collectivity which gradually wins
from place to place, from person to person, from intercessor to
intercessor. I am a caribou, an original . . . ‘I is another’ is the
formation of a story which simulates, of a simulation of a story or
of a story of simulation which deposes the form of the truthful
story. Poetry is what Pasolini held up against prose, but which can
b_t'.fuund in the place that he did not look for it, in the domain of a
fnema presented as direct.*
In Shirley Clarke or Cassavetes, an analogous phenomenon
Oceurs, once again with many differences. Itis asif the tl'free great
€mes were turning and forming their combinations; the
racter is continually passing the frontier between the real and
Ctonal (the power of the false, the story-telling function), the
""Maker has (o reach what the character was ‘before’ and will
inc::::r" he has to bring together the before and the zgftcr in the
image)f“ Passage from one state to the other (the ld:rect time-
alreaq, the becoming of the film-maker and of his character
Y belongs 1o a people, to a community, to a minority whose

ression they practise and set free (free, indirect discourse).

ronize
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The po

With Shirley Clarke’s The Connexion, the levels of organi,

; the after; it thus has to bring together in
mingle, because the roles of drug-addicts refer to pre indude ‘:‘Eebﬁi‘::ieil?ggs of a new, direct time-imag%, ifstead of
characters who themselves refer alternatively to their role ;hi_s w?n the present ‘as in bad films’. It is under these conditions

A Portrait of Jason it is the passage which must be grasped me-image that the same transformation involves the

1 % . .
possible ‘distances’, in relation to the character and to ql' ﬁ::;lof fiction and the cinema of re'flht.y and blurs their
but always internal distances, as if the white camera had anc . in the same movement, descrlp‘llo_ns bfj-come pure,
the great black forger; the ‘I is another’ of Shirley Clarke Iy gptical and sounq, narrations falsifying _anc! stor;::s,
in this: that the film that she wanted to make about herse| The “jhoie cinema becomes a free.‘ indirect 1115-
the one she made about Jason. What has to be filme course, operaling in reality. The forger ar_ld hl;‘.l powt;-r. t_::
frontier, on condition that this is equally crossed by nd his character, or the reverse, since they only exi

: : . . ﬁlm'maker-a nity which allows them to say ‘we, creators of
maker in one direction and by the real character in the through this community '
direction: time is necessary here; a certain time is necessz

(h". Thisis a third time-image, distinct from those we saw in the
constitutes an integral part of the film.* This is what revious chapter. The two earlier ones essentially concerned the
was already saying in Shadows and then Faces; what co

rder of time, that is, the coexistence of relations or the simultaneity
AL ; : : ; ] i es 0,
part of the film is interesting oneself in the people more of the elements_m[ernal to time. Th;;hlrd .cogceltl‘:ls Fl}feiefﬁl £
the film, in the ‘human problems’ more than in the ‘prot time, which brings together the AOFe ""d ’etodimroduce
mise-en-scéne’, so that the people do not pass over to the : becoming, instead of separating them; its paradox is
camera without the camera having passed over to the s

an enduring interval in the moment itself.® The three time-
people. In Shadows it is the two white Negroes who ca images all break with indirect representation, but also shatter the
frontier, and its perpetual crossing in a double reality whi

empirical continuation of time, the chronological succession, the
longer distinguishable from the film. The frontier canb separation of the before and the after. They are thus con nected
only in flight, when we no longer know where it passes, with each other and interpenetrate (Welles,. Rfrsnals, God.ar'd,
the white and the black, but also between the film Robbe-Grillet), but allow the distinction of their signs to subsist in
non-film; it is characteristic of film to be always outside

a particular work.
breaking with ‘the right distance’, always overflowin:
served zone' where we would have liked to hold it in s
time.*
We will see how Godard draws a generalized method
image from this; where something ends, where somethi
begins, what a frontier is and how to see it, but through
and displacing it endlessly. In Masculin féminin, the
interview with the characters and the real interview
actors mix together so that they seem to be speaking to €4
and to speak for themselves, by speaking to the film-mak
method can be developed only where the camera is ¢
reaching a before or an after in the characters which
- the real, at the very point where story-telling is set in mo
know what they were before being placed in the pic
after . . "™ France tour détour deux enfants already makes us€€
as a principle; ‘Him before, and the story after, or him 2
the story before.’ Godard, who has often acknowledged
to Rouch, increasingly emphasizes this point: the image ®




7 Thought and cinema

1

Those who first made and thought about cinema begyg
simple idea: cinema as industrial art achieves self-m
automatic movement, it makes movement the im
of the image. This kind of movement no longer de
moving body or an object which realizes it, nor on a spi
reconstitutes it. It is the image which itself moves in itsel
sense, therefore, it is neither figurative nor abstract.
said that this was already the case with all artistic i
Eisenstein constantly analyses the paintings of Da Vi
Greco as if they were cinematographic images (as
does with Tintoretto). But pictorial images are
immobile in themselves so that it is the mind which
movement. And choreographic or dramatic images
attached to a moving body. It is only when movemen

automatic that the artistic essence of the image is !
producing a shock to thought, communicating vibrations to U
touching the nervous and cerebral system directly. Beca
matographic image itself ‘makes’ movement, becaus
what the other arts are restricted to demanding (or 1o §
brings together what is essential in the other arts; it inhi
is as it were the directions for use of the other images,
into potential what was only possibility. Automatic mo
rise to a spiritual automaton in us, which reacts in
movement.' The spiritual automaton no longer desig
does in classical philosophy — the logical or abstract poss
formally deducing thoughts from each other, but the cir
which they enter with the movement-image, the shared |
what forces thinking and what thinks under the
nooshock.** Heidegger said: ‘Man can think in the sens€
- possesses the possibility to do so. This possibility alone,
is no guarantee to us that we are capable of thinking:
capacity, this power, and not the simple logical possi
cinema claims to give us in communicating the shock.
cinema were telling us: with me, with the movement-im
can’t escape the shock which arouses the thinker 7
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su"j"c pive ‘masses .
e art Ofthekm)ws that, if an art necessarily imposed the shock or
E‘,eryont’he world would have changed long ago, and men
vibration ! been thinking for a long time. So this pretension of
woulfl hav.c at least among the greatest pioneers, raises a smile
the aﬂff;‘]:' believed that cinema was capable of imposing the
y- Tndy imposing it on the masses, the people (Vertov,
i © Gance, Elie Faure . .. ). However, they foresaw that
Eise“s.wm(',um encounter and was already encountering all the
cinema = s of the other arts; that it would be overlaid with
amblg'];:grilal abstractions, ‘formalist antics’ and commercial
ﬁn rations of sex and blood. The shock would be confused, in
;:3 Eil:-sema, with the figurative violence of the repres'emed
instead of achieving .that _other vio_lence of a mover_nem-lmaﬁe
developing its vibrations in a moving sequence whlcl} embeds
itself within us. Worse still, the spm?ual automaton was in danger
of becoming the dummy of every kind of Pr(_)pagand;i: the art of
the masses was already showing a disquieting face." Thus the
power or capacity of cinema was in turn reveale_d to be only a pure
and simple logical possibility. At [east the possible toqk on a new
form here, even if the people were not yet a match for it, and even
if thought was still to come. Something was in play, in a sublime
conception of cinema. In fact, what constitutes the sublime is that
the imagination suffers a shock which pushes it to the limit a.nd
forces thought to think the whole as intellectual totality which
goes beyond the imagination. The sublime, as we have seen, may
mathematical, as in Gance, or dynamic, as in Murnau and
Lang, or dialectical, as in Eisenstein. We will take the example of
nstein because the dialectical method allows him to decom-
Pose the nooshock into particularly well-determined moments
dul “l‘e whole of the analysis is valid for classical cinema, the
nema Df. the movement-image, in general). .
l;:f::lrd}:“g to Eisenstein, the first moment goes from the image
image (cge“t-_fmm the percept to the concept. The movement-
B )is essentially multiple and divisible in accorfiar_lce with
s Jef}‘-“ bf?_lween which it is established, which are its m!egral
u.,eir' €re is shock of images between themselves according to

and collective automaton for an automatic movement:

¥ OMinant characteristic, or shock in the image itself
d‘-‘pcndfng On its components, and, again, shock of images
o he on all their components; the shock is the very form of
Mication of movement in images. And Eisenstein criticizes
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Pudovkin for having retained only the simplest case of g
Opposition defines the general formula, or the violence
image. We saw earlier Eisenstein’s concrete analyses of Bgy
Potemkin and The General Line, and the abstract schema wj
revealed: the shock has an effect on the spirit, it forces it tg g
and to think the Whole. The Whole can only be thought, be
it is the indirect representation of time which follg
movement. It does not follow like a logical effect, analyti
synthetically as the dynamic effect of images ‘on
cortex”. Thus it relies on montage, although it follows f
image: it is not a sum, but a ‘product’, a unity of a highe
The whole is the organic totality which presents itself by
and overcoming its own parts, and which is constructed
great Spiral in accordance with the laws of dialectic. The w
the concept. This is why cinema is dubbed ‘intellectual
and montage ‘thought-montage’. Montage is in the
intellectual process’ itself, or that which, under the sho
the shock. Whether it is visual or of sound, the image
harmonics which accompany the perceived dominant im:
enter in their own ways into suprasensory relations (for
the saturation of heat in the procession in The General
the shock wave or the nervous vibration, which means
no longer say ‘I see, I hear’, but I FEEL, ‘totally ph
sensation’. And it is the set of harmonics acting on
which gives rise to thought, the cinematographic 1 THI
whole as subject. If Eisenstein is a dialectician, it is b
conceives of the violence of the shock in the form of @
and the thought of the whole in the form of opposition
or of the transformation of opposites: ‘From the
factors a concept is born’.> This is the cinema of the p
cinema must break heads.” But in this way he dialectit
most general given of the movement-image; he thinks
other conception weakens the shock and leaves though
The cinematographic image must have a shock effecton
and force thought to think itself as much as thinking
This is the very definition of the sublime.

But there is a second moment which goes from the €€
the affect, or which returns from thought to the ima
matter of giving ‘emotional fullness’ or ‘passion’ bac
intellectual process. Not only is the second moment INS=E;
from the first, but we cannot say which is first. Whict &
montage or movement-image? The whole is produce® =
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he opposite: there is a fiialec!ical circle or spiral.
s * (which Eisenstein contrasts with anﬁth-stylf:_duahsn?).
aponis™ 17 dynamic effect is also the presupposition of its
The whole 2 .1 This is why Eisenstein continually reminds us
lectual cinema’ has as correlate ‘sensory thought’ or
| intelligence’, and is worthless without it. The.orgamc
elate the pathetic. The highest form of consciousness
k of art has as correlate the deepest form of !he
ious, following a ‘double process’ or two coexisting
g ln‘ this second moment, we no longer go from the
momenl!;l‘image to the clear thinking of the whole that it
mo\remzs’ we go from a thinking of the whole which is presup-
cxPressan;j obscure to the agitated, mixed-up images which
ress it. The whole is no longer the logos which unifies the
cxfts but the drunkenness, the pathos which bathes them and
s re:;ds out in them. From this point of view images constitute a
malleable mass, a descriptive material loaded with v-lsual and
sound features of expression, synchronized or not, zig-zags of
forms, elements of action, gestures and profiles, syntactic sequen-
ces. This is a primitive language or thought, or rather an internal
monologue, a drunken monologue, working through _ﬁgures,
metonymies, synecdoches, metaphors, inversions, attractions . . .
From the outset, Eisenstein thought that the internal monologue
found its extension and importance in cinema rather than
literature, but he still restricted it to the ‘course of thought of a
man’. Itis in the 1935 speech that he discoversit to be appropriate
for the spiritual automaton, that is, to the whole film. Internal
monologue goes beyond dream, which is much too individual,
and constitutes the segments or links of a truly collective thought.
He develops a pathos-filled power of imagination which reaches
the limits of the universe, an ‘orgy of sensory representations’, 4
“’“fll music which is like mass, fountains of cream, fountains of
l::“['_‘olls water, spurting fires, zig-zags forming numbers, as in
4Mous sequence in The General Line. Earlier, we went from
ﬁ.;!:h::k‘image o the formal and consciqus 'concept, but now
image weh.“_’}‘]mnfst:un_xs concept to the material-image, the figure-
gives thel(: l"l‘tnh()dles it anfi produces sho’ck in turn. The figure
Sensor shm-rge- an affective charge \:vhlch will lmer.mfy‘ the
the aséénl(')t T hc‘ {wo moments are mixed up, interlaced, as in
the cope- " The General Line where zig-zags of numbers repeat
SClous concept.”
pt.

ere again oo . : . .- :
48ain it will be noted that Eisenstein dialecticizes a very

put also !

as corr
in the wor
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general aspect of the movement-image and montage,
that the cinematographic image proceeds through figy,
reconstitutes a kind of primitive thought, is to be founq
authors, notably Epstein. Even when the European
restricts.itself to dream, fantasy, or day-dreaming, its ;
to bring the unconscious mechanisms of thought 1o conscig
is true that cinema’s capacity for metaphor has been ¢
question. Jakobson noted that cinema is typically m
because it essentially proceeds by juxtaposition and con
does not have metaphor’s specific power of giving a ‘s L
verb or action of another subject; it has to juxtapose
subjects, and so make the metaphor subject to a meto
Cinema cannot say with the poet: ‘hands flutter’; it must fi
hands being moved about quickly and then leaves flutteri;
this restriction is only partially true. It is true if we co
cinematographic image to an utterance. It is false if we
cinematographic image for what it is; movement-image
well as dividing movement by connecting it to the objec
which it is established (metonymy which separates im
dissolve movement by connecting it with the who
expresses (metaphor which connects images). It thus
us correct to say that Griffith’s montage is meton
Eisenstein’s metaphoric.” If we talk about fusion, we
thinking of superimposition as a technique, but of an
fusion which is explained, in Eisenstein’s terms, b
distinct images can have the same harmonics and so
metaphor. Metaphor is defined precisely by the harmo
image. We find the example of a metaphor which is au
the cinema in Eisenstein’s Strike: the boss’s big spy is fi
the wrong way round, head downwards, his massive k
like two tubes which end in a puddle at the top of the sc
we see the two factory chimneys which seem embedded i
This is a metaphor with double inversion, since the spy
first, and shown upside-down. The puddle and the clou:
and the chimneys have the same harmonics: it is a ;
through montage. But cinema also achieves metaphors
image and without montage. In this respect, it is in an
film that we find the finest metaphor in the history O_f
Keaton’s The Navigator, where the hero in the li
strangled, dying, drowning in his life-jacket, is going
awkwardly saved by the girl. She takes him between her
make sure of a grip and finally manages to open the Jac¥
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. whereupon a flood of water escapes from it: Nevelj h:;‘s
cutting u’rendered so well the violent metaphor of giving birth,
an iMa8°¢. section and explosion of the amniotic sac.
bycaesarld_“ had a similar idea when he distinguished the
Eiscns[e!.n s of affective composition: the one where nature
differen’ Ld:lzro‘s state, two images having the same harmonics
reflects thel a sad nature for a sad hero); the other, more
(for examphf:‘re a single image captures the harmonics of a
difficult, * age which is not shown (for example, adultery as
differtfﬂl m}o%ers having the gestures of a murder victim and a
‘Cﬁme't.he'n) " Metaphor is sometimes extrinsic, sometimes
A dg] t, in both cases, the composition does not simply
inmnmc'h uw,a in which the ¢haracter experiences himself, but
o eses tyhe way in whici: the author and the viewer judge
o qx;?;:?es ates thought into the image: what Eisenstein called
2;::’:::3; spghrere of filmic rhetoric, the possipility of bearing an

bstract social judgement’. A circuit which lpcludes simultane-
b - he film and the viewer is elaborated. The
B et s s hock which raises us
complete circuit thus mcluc_les the sensory shock w vk :
from the images to conscious t_hought, lhel:l the thinking in
figures which takes us back to the .lm:fgf:s.and gives us an af fectm;
shock again. Making the two coexist, joining the hlghest degree o
consciousness to the deepest level of the unconscious: this is the
dialectical automaton. The whole is constantly open (the spiral),
but so that it can internalize the sequence of images, as well as
becoming externalized in this sequence. The whole forms a
knowledge, in the Hegelian fashion, which brings loge.ther the
image and the concept as two movements each of which goes
towards the other. '

There is still a third moment, equally present in the two
Previous ones. Not from image to concept, or from concept to
‘Mage, but the identity of concept and image. The concept is in
selfin the image, and the image is for itself in the concept. This s
10 longer organic and pathetic but dramatic, pragmatic, praxis,
o' action-thought. This action-thought indicates the relation

" man and the world, between man and nature, the sen'sor,y-
eotor unity, but by raising it to a supreme power (‘momsm_).

"€Ma seems 1o have a real vocation in this respect. As Bazin
::nl:ig; ie Cinen_\atographic image contrasts hWit'h _t(l;e lfl:sz::ln:;la;
sew N that it goes from the outside to the insi e, f :
"'8 10 the character, from nature to man (even if it begins

Uman action, it does so as if from an outside, and even if it
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starts from a human face, it does so as if from a na
landscape).'' It is thus all the more suitable for she
reaction of man on nature, or the externalization of man 1.
sublime there is a sensory-motor unity of nature and ma
means that nature must be named the non-indifferens,
already what effective or metaphoric composition exp
example, in Battleship Potemkin where three elements, w:
and air, harmonically reveal an external nature in
around the human victim, whilst man’s reaction will e
itself in the development of the fourth element, the f
brings a new quality to nature in revolutionary conflag
But it is also man who passes to a new quality, in becon
collective subject of his own reaction, whilst nature beco
objective human relation. Action-thought simultaneous
the unity of nature and man, of the individual and
cinema as art of the masses. It is for this reason that
Jjustifies the primacy of montage: cinema does not
individual as its subject, nor a plot or history as its object
is nature, and its subject the masses, the individuation of m
not that of a person. What theatre and especially
unsuccessfully attempted, cinema achieves (Battleship
October): to reach the Dividual, that is, to individuate
such, instead of leaving it in a qualitative homo
reducing it to a quantitive divisibility."*

It is all the more interesting to note how Eisenstein
the criticisms addressed to him by the Stalinists. He i
for not capturing the truly dramatic element of actio
for presenting the sensory-motor connection in an ex
very general way: without showing how it is formed
character. The criticism is simultaneously ideological
and political: Eisenstein goes no further than an idealist
tion of nature, which replaces ‘history’, a dominating co N
of montage, which crushes the image or shot, an :
conception of the masses, which obscures the conscious
hero. Eisenstein understands extremely well what is at 8
and surrenders to a self-criticism in which prudence a
play an equal part. This is the great speech of 1935.
bungled the role of the hero, that is of the party and its I :
because he remained too external to events, the simple 0bS!
or fellow-traveller. But it was the first period of Soviet €
before ‘the Bolshevization of the masses’ which gives T

personal and conscious heroes. Nor was everything bad 1
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which makes the following one pqss_ii:{ie. And lh_e
r;e would have to keep montage, even ifitintegrated it
0 he image and even into the playing of the actors.
= !.as going to concern himself with properly dramatic
Eiseﬂsw}n, ‘:; the Terrible, Alexander Nevsky, while preserving the
groes: I.}T-evemems, the non-indifference of nature and the
carlier A€ L n of the masses. At the most he could note that the
indiwdu'd”?ml had, to date, produced only mediocre works, and
seCO“,d g - in danger, if they were not careful, of losing the
that '“dsof the Soviet cinema. They must avoid the Soviet
St -.ﬁ.c‘lty.oming close to the American, which had specialized in
cmemd-sl ;el'aes and dramatic actions.. . . _
;:?:?ndeed true that the three relationships bet'ween c?nemfi
and thought are encou ntered tog_cthe:r evgrywhere in l_h: uncmla
f the movement-image: the retatwmth_ wt.'.h_a wafwle which can on ’yl
:,mgm in a higher awareness, the rg!anansk:p u{tth a tht{ught wht;e
can only be shaped in the subconscious unfolding of :mghe;, lh :
sensory-motor relationship between world arfd man, nature and & ught.
Critical thought, hypnotic thought, amon-tlhough_t. Wh'at Eisen-
stein criticizes in others, and primarily in Griffith, is having badly
understood the whole, because they were content w.n'h a dwerslmy
of images without reaching the constituent oppositions, having
composed figures badly, because they do not achieve true
metaphors or harmonics; to have reduced action to a melodra;*na.
because they were content to have a personal hero caught in a

ological rather than a social situation." In short, they lacked
ialectical 'mc'lic.c_anﬂ:mfd@ It is still true that American

dljema. in its own way, displayed the three fundamental relation-
ships. The action-image could go from the situation to the action,
Wconversely. from the action to the situation; it was inseparable
Tom acts of comprehension through which the hero evaluated
What was given in the problem or situation, or from acts of
nference by which he guessed what was not given (thus, as we
'€ seen, the lightning reasoning-images of Lubitsch). And
eseacts of thought in the image extended in a double direction,
i om’" of the images with a thought whole and “.'l[h figures o‘f
SOUBht. Ley s return to an extreme example: if Hitchcock’s
ir::;:]:a.aPPfared to us the very culminal'ion pf the movement-
‘Meng.. s h_f'l'ause it goes beyond the action-image towards the
.ldl relations’ which frame it and constitute its linkage, but at
"Clati{,me time returns to the image in accordance with ‘natural
n :

fi rst P.erl
follow!”
"'er mn

$ Which make up a framework. From the image to the
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relation, and from the relation to the image: all the fupes:
thought are included in this circuit. In accordance
English genius, this is definitely not a dialectic, it is 3
relations (which particularly explains the fact that
replaces ‘shock’)."” There are, therefore, many ways
cinema can carry its relationships with thought into e
these three relationships seem to be well defined at the
movement-image.

2

How strangely the great declarations, of Eisenstein, o
ring today; we put them to one side like declarations
museum, all the hopes put into cinema, art of the
thought. We can always say that cinema has drowned
lity of its productions. What becomes of Hitchcock’

Eisenstein’s shock and Gance’s sublimity when they a
by mediocre authors? When the violence is no longer
image and its vibrations but that of the represented,
a blood-red arbitrariness. When grandeur is no longer
composition, but a pure and simple inflation of the
there is no cerebral stimulation or birth of thought. I

generalized shortcoming in author and viewers. Neve
current mediocrity has never prevented great painting
not the same in the conditions of an industrial art, whi
portion of disgraceful works calls the most basic goals
cities directly into question. Cinema is dying, the
quantitative mediocrity. But there is a still more ¥
reason: the mass-art, the treatment of masses, which
have been separable from an accession of the masses t0
of true subject, has degenerated into state propaganda
nipulation, into a kind of fascism which brought tog
and Hollywood, Hollywood and Hitler. The spiritual &
became fascist man. As Serge Daney says, what has b
whole cinema of the movement-image into question aré
political mises-en-scéne, state propaganda turned tablea
the first handlings of masses of humans’, and their back¢!
camps." This was the death-knell for the ambitions of
cinema’: not, or not only, the mediocrity and vulgarity 0 €
production but rather Leni Riefenstahl, who was not =
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.. ation is still worse if we accept Virilio’s thesis: there
Im(?i\-f:rsion or alienation in an art of the masses initially
d by the movement-image; on the contrary tl:xe move-
founde y y was from the beginning linked to the organization of
ment-ima eropaganda' ordinary fascism, historically and essen-
r sll;‘l,f_hese two joint reasons, mediocrity of products and
ally- f production, can explain a great many things. For a
fascism © [:11 Artaud ‘believes’ in cinema, and makes a number
prief mo!l:(ifon‘s which seen to coincide with those of Eisenstein or
ofdecl.af-::w art, new thought. But he very quickly renounces it.
i ge,_-ile world of images caught as if by glue in millions of
gﬁ;:nwill never perfect the imfage t!'nat has been made of it. The
wry which can emerge from it all is only a possible poetr})lr, [l'llg
poetry of wii;lal might be, and it is not from cinema that we shou

the s
:a';dbee" po

ﬂmaps thereisa Fhir_d reason, oddly capable of restoring hope
in a possibility of thinking in cinema through cinema. W;:l: ll;neus;

study the case of Artaud more closely_, bC(.‘alllSC it may well be o
crucial importance. For, during the brief period that he believed,
Artaud seems at first sight to take up the great themes of the
movement-image in its relations with thought. He says spef;lﬁcally
that cinema must avoid two pitfalls, abstract experimental
cinema, which was developing at the time, and commercial
figurative cinema, which Hollywood was imposing. He says that
cinema is a matter of neuro-physiological vibrations, and that the
image must produce a shock, a nerve-wave which gives rise to
thought, ‘for thought is a matron who has not always existed’.
ght has no other reason to function than its own birth,
dlways the repetition of its own birth, secret and profound. He
S4ys that the image thus has as object the functioning of thought,
and that the functioning of thought is also the real subject which
brings us back 1o the images. He adds that the dream as it appears
a“ the European cinema inspired by surrealism, is an interesting
APProximation, but inadequate in relation to this goal: the dream
190 easy a solution to the ‘problem’ of thought. Artaud believes
wl;i o ‘li“ appropriateness between cinema and a_utomat‘ic
all ang;;: 0_"8 as we und‘clrstand that automatic writing is not at
gether i'_‘_t? of composition, but a higher control “ihlch"brm_gs
Ought: ‘Lu'c"*]‘ and conscious lhoug}.n ar_ld the unconscious in
lhcdrea‘m ¢ spiritual automaton (which is very dlfft_:renl_from
» Which brings together a censure or repression with an

flconscj ik :
S¢0us made up of impulses). He adds that his point of view
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is much ahead of its time and is in danger of being mich
stood, even by the surrealists, to which his relation.
Germaine Dulac testify, as she goes back and forth

ht and cinema

. with all this, theft of thoughts, splitting in two of
famlll‘_‘:; hyp"mif petriﬁcation, hallucination, raging schizo-
rsona 1 ]

us 2 : .
here again, we are in danger of misconstruing

. . 3¢ Butp - . .
abstract cinema to a dream-cinema."" Phreﬂ“f' ioinality: it is no longer thought which confron_ts
At first sight, there is nothing to bring these decla Anaud_s Of’t‘é}'i‘e unconscious, dream, sexuality or death, as in
Artaud into conflict with those of Eisenstein: from the mss}i(;?l‘iﬂn (and also in surrealism), it is all these determin-

thought there is shock or vibration, which must gi
thoughtin thought; from thought to the image, there is
which must be realized in a kind of internal monolog
than in a dream), capable of giving us the shock agai
there is something quite different in Artaud: a reco
powerlessness, which does not yet have a bearing on ci
on the contrary defines the real object-subject of ci

cinema advances is not the power of thought but its ‘im:
and thought has never had any other problem. It is p
which is much more important than the dream: this d
being, this powerlessness at the heart of thought. W
enemies of cinema criticized it for (like Georges Duhame]
no longer think what I want, the moving images are s
for my own thoughts’), is just what Artaud makes in
glory and profundity of cinema. In fact, the problem
not of a simple inhibition that the cinema would bring
the outside, but of this central inhibition, of this intern:
and fossilization, of this ‘theft of thoughts’ of which th
constant agent and victim. Artaud would stop belie
cinema when he considered that cinema was sidet
could produce only the abstract or the figurative or t
But he believes in the cinema as long as he considers that
essentially suited to reveal this powerlessness to think a
of thought. If we consider Artaud’s actual scripts, the s
32, the madman in La révolte du boucher, and especially
case in Dix-huit secondes, the hero ‘has become inc:
achieving his thoughts’, ‘he is reduced to only seeing a
images within him, an excess of contradictory images’, his
has been stolen’. The spiritual or mental automaton is nO |
defined by the logical possibility of a thought which
formally deduce his ideas from each other.?’ But n
through the physical power of a thought that would be p

hich confront thought as higher ‘problem’, or whigh
" Jation with the undeterminable, the unreferable.*
enter iNtO T€ the Mummy, is no longer the irreducible core of the
The naveiz 0hr thought comes up against, on the contrary, it is the
dream whic ht, ‘the reverse side of thoughts’, which itself is what
wreofthg;ge 1;p against and rebound, break. Whilst expres-
i :;mkes wakefulness pass through a nocturnal treatment,
mmsr:[l makes dream pass through a diurnal treatment. Artgud’s
A.“'numbulist, in Dix-huit secondes or La ;ofl;_uiite et le clergyman is the

e of the expressionist somnambulist.

oPlP::;:ftgof a supF;rﬁcial similarity of w?rds. t'here is, therefore,
an absolute opposition between Artaud’s project and a concep-
tion such as Eisenstein’s. It is indeed a matter, as Artat.!d puts it,
‘of bringing cinema together with the innermost reality of the
brain’, but this innermost reality is not the Wholtf:. b'ul on the
contrary a fissure, a crack.” As long as he bglieves in cinema, he
credits it, not with the power of making us think the wl_mle. buton
the contrary with a ‘dissociative force’ which would introduce a
figure of nothingness’, a ‘hole in appearances’. As long as he
believes in cinema, he credits it, not with the power of returning
lo images, and linking them according to the demands of an
‘ternal monologue and the rhythm of metaphors, but of
un-linking’ them, according to multiple voices, internal dia-
JBues, always a voice in another voice. In short, it is the totality of
u"emf"lhﬂughl relations that Artaud overturns: on the one hand
€15 no longer a whole thinkable through montage, on the
r;; han.d there is no longer an internal monologue utterable
. 0ugh image. |t might be said that Artaud turns round
Shocr;s:f;:?‘? Elfigllllltf.lll: if i_t is true that thougl'u depends_on. a
only h; ‘]th gives birth to it (the nerve, the brain magtekr_), it c;n
p°“ft'rle: e '111f1g. the fact that we are not yet t?u? ulr:g, lhe

i igﬁnfss to think the whole and to think oneself, thoug ;
circuit with the automatic image. The spiritual automaty lhcug lw;_\fa,\fs fossilized, dislpcaled. cqllapsed. A bemgd gn
become the Mummy, this dismantled, paralysed, Pemﬁ_ d, ! "i"ersal lf( his always‘t() come is what .Heldegger dlscov_ere 1‘|
instance which testifies to ‘the impossibility of thinking Probjey, y | OTM, but it is what Artaud lived as the most singu :lr
thought’.” It could be said that expressionism had al 4 '$ own problem.” Between Heidegger and Artaud,

oth




168 oD
Maurice Blanchot was able to give the fundamental quee
what makes us think, what forces us to think, back to A
what forces us to think is ‘the inpower [impouvoir] of th
figure of nothingness, the inexistence of a whole whj
thought. What Blanchot diagnoses everywhere in lite,
particularly clear in cinema: on the one hand the pres
unthinkable in thought, which would be both its s
barrier; on the other hand the presence to infinity
thinker in the thinker, who shatters every monolog
thinking self. '
But the question is: in what respect does all this
concern the cinema? It is perhaps the question for I
philosophy, or even psychiatry. But in what resp
question for the cinema; that is, a question that tow
specificity, on its difference from other disciplines?
does not in fact deal with this question in the same way,
it is encountered elsewhere with other means of expr
what means does cinema approach this question of t
fundamental powerlessness and the consequences o:
true that bad cinema (and sometimes good) limits itself’
state induced in the viewer, or — as has been the
frequent analysis — to an imaginary participation. But
of cinema — which is not the majority of films — has tl
higher purpose, nothing but thought and its function
regard, the strength of Jean-Louis Schefer's book
replied to the question: in what respect and how
concerned with a thought whose essential character
be? He says that the cinematographic image, as soon
its aberration of movement, carries out a suspension of
affects the visible with a disturbance, which, far fi
thought visible, as Eisenstein wanted, are on the contral
to what does not let itself be thought in thought, and €
what does not let itself be seen in vision. This is pe!
‘crime’, as he believes, but simply the power of the f:
that thought, in cinema, is brought face to face
impossibility, and yet draws from this a higher power 0
adds that the condition of cinema has only one equl
imaginary participation but the rain when you leave
torium; not dream, but the blackness and insomnia.
close to Artaud. His conception of cinema now finds 2
match in the work of Garrel: the dancing grains wh
made to be seen, the luminous dust which is not a pl‘eﬁ s
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flakes of snow and blankets of soot.”” Provided that we
rsuasively that such works, far from being boring or

epresent the most entertaining, lively and disquieting
abstract: 'rt (F:,a" be done in cinema. As well as the great scene with
lhi“gs.lh‘,lnd the white flour piling up, at the end of Dreyer’s
the mill ;chefer proposes the example of the beginning of
's Cobweb Castle (Macbeth): the grey, the steam and the

. onstitute ‘a whole this side of the image’, which is not a
e f:j veil put in front of things, but “a thought, without body
i ithout image’. This was also the case with Welles's Macbeth,
sud wlthe indiscernibility of earth and water, sky and land, good
whf;il constituted a ‘prehistory of consciousness’ (Bazin) ?vhich
e uced the thought of its own impossibility. Was this not
already the mists of Odessa, despite Eisenstein’s intentions?
According to Schefer, it is the suspension of the world, rather
than movement, which gives the visible to thought, not as its

iect, but as an act which is constantly arising and being revealed
in thought: ‘not that it is here a matter of thought become v?si!)!e,
the visible is affected and irremediably infected by the initial
incoherence of thought, this inchoate quality’. This is the
description of the ordinary man in cinema: the spiritual automaton,
‘mechanical man’, ‘experimental dummy’, Cartesian diver in us,
unknown body which we have only at the back of our heads whose
:hgee is neither ours nor that of our childhood, but a little time in

pure state.

If this experience of thought essentially (but not exclusively)
foncerns modern cinema, it is first as a result of the change which
affects the image: the image has ceased to be sensory-motor. If

Maud is a forerunner, from a specifically cinematographic
PETspective, it is because he points to ‘real psychic situations

“ween which trapped thought looks for a subtle way out’, ‘purely
Situations whose drama would flow from a knock made for

of th rawn out, if we may put it this way, in the very substance

sawd

ahi Eg"ze'ﬁ’ Now this sensory-motor break finds its condition at
Ea:l:l‘e‘r’el and itself comes back to a break in the link between

lht_‘ world. The sensory-motor break makes man a seer
cnnff_(hm]se” struck by something intolerable in the world,
9 lh’"led by something unthlnkablg in Qu)ught._ Between

Were i[s‘po“}:ghl undergoes a strange folssdl;auun, w!nch is as it
and the 2N “l” Ie_"'s‘l?S_s to fu_ncuon. to be, its dispossession of itself
thay tho Tid. For it is not in the name of a better or truer world
ught Captures the intolerable in this world, but, on the

‘\I'ho ﬁnd
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contrary, it is because this world is intolerable that it CaAn ne | 4 ter with the unthinkable which cannot even

: coun g
think a world or think itself. The intolerable is no longer mcdo'“)' u;ifr;ung, to the point of Gertrud’s passing-out; the
injustice, but the permanent state of a daily banality. Poke"’ the ‘mummifying’ of the heroine, who becomes

]

foﬁs“i.zalionf belief as thought of the unthinkable (‘Have I been
|;|;115C|01150"hl-1l I have loved. Have I been beautiful? No but I have

himself a world other than the one in which he ex
intolerable and feels himself trapped. The spiritual ayg

in the psychic situation of the seer, who sees better and f: ,.onﬂg? N ve 1 been in life? No but T have loved.’). In all these
than he can react, thatis, think. Which, then, is the subtle 'l?d(mmd inaugurates a new cinema, whose sequel will be
the workd n fove or lfe, & beleve st e it 1l e g o S B
unlhinkal;]e, which nor;e the less cannot but be thou 10 this: the - hl::i‘:ce belief in a ;'elation between man and the
thing possible, otherwise I will suffocate’. It is this to believe ‘fmd I:;;e world is made by men.” The heroine of Europe
makes the unthought the specific power of thought, throy Wﬂd‘;lt::_lﬂ;eradialing tenderness. i )

absurd, by virtue of the absurd. Artaud never und iy from the outset that cinema had a special relationship

uis clear S : A P ; :
with belief. There is a Catholic quality to cinema (there are many

explicitly Catholic aulhlors. even i.n Americia,_and those who are
not have complex relationships with CalhollFlsm). I§ there not in
Catholicism a grand mise-en-scéne, but also, in the' cinema, a.culﬁ
which takes over the circuit of the cathedrals, as Elie Faure said?’
Cinema seems wholly within Nietzsche’s formula: ‘How we are
still pious.’ Or better, from the outset, Christianity and revolu-
tion, the Christian faith and revolutionary faith, were the two
poles which attracted the art of the masses. For the cinematogra-
phicimage, in contrast to the theatre, showed us the link between
the man and the world. Hence it developed either in the direction
of atransformation of the world by man, or in the discovery of an
internal and higher world that man himself was . . . It cannot be
siid today that these two poles of cinema have become weakened:
“certain Catholic quality has continued to inspire a great number
ofauthors, and revolutionary passion has passed into third world
qnemj*- What has changed is, however, the crucial point, and
"€1sas much difference between the Catholicism of Rossellini
o Bresson, and that of Ford, as between the revolutionary
falities of Rochy or Giiney, and those of Eisenstein.
¢0not: Q’Odern.fact is that we no longer believe in this world. We
it en believe in the events wh.lch happen to us, lovF, death,
IS the wzlfl’gl.‘" hfllfconcerned us. It is not we wl30 make cinema; it
Bang, Pa”_‘:hlth looks to us like a bad film. (x(')(?ard said, about
52 brea) .. I'hese are people who are real and it’s the world that

powerlessness to think as a simple inferiority which
us in relation to thought. It is part of thought, so that y

make our way of thinking from it, without claiming
restoring an all-powerful thought. We should rather
this powerlessness to believe in life, and to discover the i
thought and life: ‘I think of life, all the systems that I s
to build will never match my cries of a man engaged i
his life . . . * Was there in Artaud an affinity with D
Dreyer an Artaud to whom reason would have been
once again by virtue of the absurd? Drouzy has ne
great psychic crisis, his schizophrenic journey.”™ B
to the point, Véronique Tacquin has been able to sh
mummy (the spiritual automaton) haunts his last films.
already true of Vampyr, where the mummy appez
diabolic force of the world, the Vampire itself, but
uncertain hero, who does not know what to think and d
own fossilization. In Ordet, the mummy has become th
the young, dead, cataleptic woman: it is the madman of
who restores her to life and love, precisely because he
to be mad, that is, to believe himself to be another
because he now knows what believing means . .. G
develops all the implications and the new relation
cinema and thought: the ‘psychic’ situation which re
sensory-motor situations; the perpetual break of the link Wk
world, the perpetual hole in appearances, embodied

continuity; the grasping of the intolerable even in the €V€ itself, |, _k'dw'd)' group. It is the world that is making cinema for
and insignificant (the long scene in tracking shot that f-;el -3 true, , e's :‘he world that is out of synch; they are right, they are
not be able to bear, the schoolboys coming rhythmically ¢ Woung 1;’1 “Present life. They live a simple story; it is the world

like robots, to thank the poet for having taught them 08 €M which is living a bad script.”' The link between man
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and the world is broken. Henceforth, this link must beeq
object of belief: it is the impossible which can only be pe,
within a faith. Belief is no longer addressed to a diffe,
transformed world. Man is in the world as if in a pure ¢
sound situation. The reaction of which man has
possessed can be replaced only by belief. Only belief in
can reconnect man to what he sees and hears. The cj

film, not the world, but belief in this world, our only
nature of the cinematographic illusion has often
sidered. Restoring our belief in the world — this is the
modern cinema (when it stops being bad). Whe
Christians or atheists, in our universal schizophre
reasons to believe in this world. It is a whole transformation
It was already a great turning-point in philosophy, f
Nietzsche: to replace the model of knowledge with
belief replaces knowledge only when it becomes belief
world, as it is. With Dreyer, then Rossellini, cinema ta
turn. In his last works, Rossellini loses interest in art,
reproaches for being infantile and sorrowful, for re
loss of world: he wants to replace it with a morality whi
restore a belief capable of perpetuating life. Ro
doubtedly still retains the ideal of knowledge, he
abandon this Socratic ideal, but he does need to estz
belief in simple faith in man and the world. What made
at the Stake a misunderstood work? The fact that Joan of /
to be in the sky to believe in the tatters of this world.
the height of eternity that she can believe in this worl
return of Christian belief in Rossellini, which is
paradox. Belief, even in the case of holy characters, Mar
and the Child, is quite prepared to go over to the 8
atheist. In Godard, the ideal of knowledge, the
which is still present in Rossellini, collapses: the ‘good’ dis€
of the militant, the revolutionary, the feminist, the philo
the film-maker, etc., gets no better treatment than the
Because the point is to discover and restore belief in the
before or beyond words. Is it enough to go to live in the
the sky of art and painting, to find reasons to believe (P4
shouldn’t we invent a ‘medium level’ between earth a

Name Carmen)?*® What is certain is that believing 15
believing in another world, or in a transformed world.
is simply believing in the body. It is giving discourse 0
and, for this purpose, reaching the body before d

DT
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st name.
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things are named: the ‘first name’, and even
% Artaud said the same thing, believe in the
lost his life and is searching by all means

flesh: 'Ila':':;,nake it regain its place.” Godard foreshadows Hail
ible

ib - 1 Toseph and Mary say to each other, what did they
flr wh:l(ifejrobpffm? Give w:));'dsyback to the body, to the flesh.
[O.eac <t. the influence between Godard and Garrel is
in this re; I;i n;versed. The only object of Garrel's work has been
exchangC %, vy, Joseph and the Child to believe in the body.
h“gélarrel is compared to Artaud, or Rimbaud, there is
Whe"hing true that goes beyond a simple generality. Our belief
wm;:we no object but ‘the flesh’, we need very special reasons to
::ke us believe in the body (‘the Angels do not know, for all true
knowledge is obscure . . ."). We must believe in the body, but as in
the germ of life, the seed which splits open the paving-stones,
which has been preserved and lives on in the ho!y sl}muc.l or the
mummy's bandages, and which bears witness to life, in this wo-rl.d
as it is. We need an ethic or a faith, which makes fools laugh; itis
not a need to believe in something else, but a need to believe in
this world, of which fools are a part.

3

This is the first aspect of the new cinema: the break in the
sensory-motor link (action-image), and more profoundly in the
link between man and the world (great organic composition). The
second aspect is the abandoning of figures, metonymy as much as
Metaphor, and at a deeper level the dislocation of the internal
monologue as descriptive material of the cinema. For example, in
1 Bard to depth of field as introduced by Renoir and Welles, it has
Nnoted that this opened up a new direction for the cinema, no
Eeerdé'leiapht)rically or even metonymically ‘figurative’, but
fais w"':andmg. more constraining, in some sense theorematic.
_plou‘“hf'.is_lruc says: depth of field has the physical effect of a
Cmer, org, » It makes characters enter and leave beneath the
bug ilal;g hjil the back of the scene, and not now back and for_th;
f the f 45 a mental effect of a theorem, it r_rla](es lhe.unrolhn.g
Makeg thoy ‘h't‘Orem rather than an association (.)f images, it
wtzlleg,-s ght immanent to the image.”” Astruc himself learnt
"'tlonym €sson: the camera-pen gives up metaphor and
Y of montage, it writes with camera-movements,

m y
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M e to the exteriority of the physical world any more than to
[cdl.lclb fhomgica] interiority of a thinking ego. Astruc’s The
L(‘urfm'n already introduces an unfathomable problem
h"" 4 theorem: what is the young girl's case? What has

gathe’ | 5 for the silent young girl to sacrifice herself, and not
hapPe”® he love-sickness which is killing her? There is a

high-angle shots, low-angle shots, back-shots, it ca
construction (The Crimson Curtain). There is now ng
metaphor, there is not even any metonymy, because the
which belongs to relations of thought in the image hag
the contiguity of relations of images (shot-reverse g
author who became most committed to this theore,

crims”"

Jain t :
tion, even independently of depth of field, was P c"‘[‘_eﬁp:n which everything depends, deeper than all .[he
doubtedly in all his work but in particular in Theorem decisio tions that can be given for it. (Likewise the woman-traitor

which present themselves as geometrical demons cxPh'“"'rd: there is something in her decision which goes beyond

action (the Sadean inspiration in Salo comes from the i“G;).:Eple desire to show herself that she is not in love:). As
already in Sade, unbearable corporeal figures are strict l:;rkcgaafd says, ‘the profound movements of the soql c%lsarm
inated to the progress of a demonstration). Theorem g ology', precisely because they do not come from within. An
aspire to have the paths of its own necessity follow Juthor’s strength is measured by the way he is able to impose this

Jematic, uncertain and yet nqn-arbitrary Poim: grace or
chance. Itisin this sense that Pasolini’s deduction in Thet,:rem must
be understood: a problematic rather than a theorema'uc dedgc-
tion. The envoy from outside is the instance on the basis of which
each member of the family experiences a decisive event or affect,
constituting one case of the problem, or the sectl_on of a
hyper-spatial figure. Each case, each section will be considered as
amummy, the paralysed girl, the mother fixed in her erotic quest,
the blindfolded son urinating on his painter’s canvas, the maid a
victim of a mystical levitation, the animalized, naturalized father.
What gives them life is being the projections of an outside which
makes them pass into each other, like conical projections or
metamorphoses. In Salo, on the contrary, there is no longer a
problem because there is no outside: Pasolini presents, not even
fascism in vivo, but fascism at bay, shut away in the little town,
reduced 1o a pure interiority, coinciding with the conditions of

ure in which Sade’s demonstrations took place. Salo is a pure,

theorem, a theorem of death, as Pasolini wanted, while

T ™ 15 a living problem. Hence Pasolini’s insistence, in
mm:;"- on invoking a problem tcl)wi‘irds ‘whlch everything
8€s, as towards the always extrinsic point of thought, the
quese ™ Point, the leitmotif of the film: ‘I am haunted by a
ory l::: to which 1 cannot reply.' Far from restoring knowledg?,
uctioternal certainty that n.lacks, to thought, the _problernauc

all ; in? puts the unthought into lhou'ght,.ber?ause 1t_takes away
trse.sigr'(""‘?' to excavate an outside Jn it, an lrreduFlble
taken, over ;‘-" which consumes its substance.™ I'hought finds iself
¥ ony the exteriority of a ‘belief’, om_:su:le any interiority of
knowledge. Was this Pasolini’s way of still being

thought, and to carry the image to the point where
deductive and automatic, to substitute the formal
thought for sensory-motor representative or figura
Is it possible that cinema achieves a truly mathema
this way, a rigour which no longer simply concerns
in the old cinema which already subjected this to
harmonic relations), but the thought of the image, the
the image? Cinema of cruelty, of which Artaud said
not tell a story but develops a sequence of spiritual
are deduced from one another as thought is ded
thought’.™
Nevertheless, is this not the direction expressly
Artaud, the conception that he challenged of th ;
automaton as linking thoughts over which it would h
power, in a model of knowledge? We should perhaps
something else, in Pasolini’s work as well as in Artaud’
In fact, there are two mathematical instances which
refer to each other, one enveloping the second, the sé 1
into the first, but both very different in spite of their unt
are the theorem and the problem. A problem hv
theorem, and gives it life, even when removing its _
problematic is distinguished from the theorematic (or €Of¥
vism from the axiomatic) in that the theorem develops
relationships from principle to consequences, while ti
introduces an event from the outside — removal, additio!
— which constitutes its own conditions and determines thé
cases: hence the ellipse, hyperbola, parabola, straight
the point are cases of projection of the circle on its
in relation to the apex of a cone. This outside of the p
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Catholic? Was it on the contrary his way of being a radijea.
Has he not, like Nietzsche, torn belief from every faith
give it back to rigorous thought? i
If the problem is defined by a point of the outside we cas
understand the two values that the sequence shot can
depth (Welles, Mizoguchi) or planitude (Dreyer
Kurosawa). Thus the apex of the cone: when it is ocey
eye, we find ourselves in front of flat projections or
to which light is subordinate; but when it is occupied
source itself, we are in the presence of volumes, reliefs, ch
ros, concavities and convexities which subordinate the vi
in a high-angle or low-angle shot. It is in this sense that
expanses of shadow contrast with Dreyer’s frontal p
(even if the Dreyer of Gertrud or the Rohmer of Pere
succeed in giving a curvature to flattened space). But
share is the position of an outside as instance which
problem: the depth of the image has become the pure vi
in Dreyer. In both cases, ‘focusing’ has jumped out
What has been broken is the sensory-motor space
own focuses and drew paths and obstacles between
problem is not an obstacle. When Kurosawa ta
toevsky's method, he shows us characters constantly
givens of a ‘problem’ which is even deeper than the
which they find themselves caught: in this way he goes
limits of knowledge, but also the conditions of action. F
a purely optical world, where the thing to be is a se
‘Idiot’. Welles’s depth is of the same type, and is not
relation to obstacles or concealed things, but in relati
which makes us see beings and objects according to
Justas clairvoyance replaces sight, ‘lux’ replaces ‘lumen’.
which is relevant not only to Dreyer’s flat image ;
depth, Daney writes: ‘The question about this sceno
longer: what is there to see behind? But rather: can
gaze on what I am seeing anyway? And which is unfo
single shot?”"' What I am seeing anyway is the form
unendurable. It expresses a new relation between tha
seeing, or between thought and the light source, which ¢
sets the thought outside itself, outside knowledge, outs!
It is characteristic of the problem that it is inseparabl_e’
choice. In mathematics, cutting a straight line into two €4
is a problem, because it may be cut into unequal parts;

equilateral triangle in a circle is a problem, whilst setting

(4 'd [hc sense (8]
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L ircle is a theorem, every angle in the semicircle
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e. Now when the problem concerns existential
d not mathematical matters, we see clearl_y that
> reasingly identified with living thought, and- with .;‘m
joe is 1N decision. Choice no longer concerns a paru‘cular
omable dé of existence of the one who chooses. This was
butthe 71 f Pascal's wager: the problem was not that of
-een the existence or non-existence of Gf:»d. but

ing bet™ ode of existence of the one who believes in God
e of existence of the one who does not. Again a
e rmdl;;r of modes of existence were in play: there was the

greate” n;:msaw the existence of God like a theorem (the devout
pﬂw“)wlh?:re was the one who did not know how to or was unable
m (the uncer
a5 great an ared as t
choice, an
Kierkegaard

tain, the sceptic. . . ). Inshort, choice coYered
hought, because it went from non-choice to
d was itself formed between choosing and not choosing.
drew all the consequences of this: choice being
between choice and non-choice (and all their variants)

sends us back to an absolute relation with the outside, beyond the
i logical
m’l:: l:i{gr}r?algworld, and finds that it alone is capa!)le of
restoring the world and the ego to us. We have seen how a cinema
of Christian inspiration was not content to apply these concep-
tions but revealed them as the highest theme of the film, in
Dreyer, Bresson, or Rohmer: the identity of thought with choice
as determination of the indeterminable. Gertrud herself passes

consciousness, but equally beyond the

through all the states, between her father who sa:d that we do not
make choices in life and her boyfriend who is writing a book about
choice. The formidable man of good or the devout person (}_\e for
whom there is no question of choosing), the uncertain or
indifferent (he who does not know how to, or is unable to choose),
terrible man of evil (he who chooses a first time, but can then
fger choose, can no longer repeat his own t:hoice)r finally t_he

1 of choice or belief (he who chooses choice or reiterates it):
'S @ cinema of modes of existence, of confrontation of these

¢S, and of their relation to an outside on which both the world

€go depend. This point of the outside, is it grace, or
For his part, Rohmer takes up the Kierkegaa‘rdlan stages
'l.c Path of life: the aesthetic stage in La Collectionneuse, the

in M. » 48€ in Beay marriage, for example, and the rellglﬁus stage
haq yh. 1ght at Maud’s, or especially in Perceval le Gallois.** Dreyer
"™Mself run through the different stages of the devout

e
fhante?
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person’s over-certainty, the mystic’s mad certaing
aesthete’s uncertainty, as far as the simple belief of th,
chooses to choose (and restores the world and life)
rediscovered Pascal’s emphases, to show the man of
man of evil, the uncertain, but also the man of grace or
of choice (the relation with outside, ‘the wind blows w
And in all three cases, it is not simply a question of a fi]
it is cinema-form, according to these authors, which is
revealing to us this higher determination of thought, ¢
point deeper than any link with the world. Thus [3
secures the reign of the flat image cut off from the world
the reign of the disconnected and fragmented i
Rohmer that of a crystalline or miniaturized image,
reach the fourth or fifth dimension, the Spirit, he
where he will. In Dreyer, in Bresson and in Rohm,
different ways, this is a cinema of the spirit which does.
be more concrete, more fascinating and more amusi g
other (cf. Dreyer’s comic aspect).
It is cinema’s automatic character which gives it this
in contrast to the theatre. The automatic image deman
conception of the role or of the actor but also of th
Only he who is chosen chooses well or effectively:
one of Rohmer’s proverbs, but equally a subtitle of
an epigraph of Dreyer’'s. What constitutes the w
relation between automatism, the unthought a
Dreyer's mummy was cut off from an over-rigid, o
some, or over-superficial external world: she was no
permeated by feelings, by an over-fullness of feelin
neither could nor should outwardly express, but whi
revealed in consequence of the deeper outside.* In
mummy gives way to a marionette, at the same time
give way to an obsessive ‘idea’, which will inspire it
outside: even if it means abandoning it to return it t
With Bresson, a third state appears, where the automato!
as bereft of ideas as of feelings, reduced to the autom
segmented daily gestures, but endowed with autonom
what Bresson calls the ‘model’ peculiar to cinema, the
Vigilambulist, in contrast to the theatre actor. And it i
the automaton, petrified in this way, that thought seizes 1
outside, as the unthinkable in thought.* This question !
different from that of distancing; it is the question 0
cinematographic automatism, and its consequences

.
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m of images which produces from the outside

atis ; ] . .
ial autom mposes, as the unthinkable in our intellectual

Ilji‘w::gh: which iti

,ul.omatlsm[-naton is cut off from the outside world, but there is a
e auto

nd outside which will animate it. The first conse-
?.,_,fou w status of the Whole in modern cinema. Neverthe-
quence e adr:;s not seem to be a great difference between what we
Iﬂs-lh?re w. the whole is the outside, and what we were saying
i 'rf-ol cinema, the whole was the open. But the open merged
lda-ssg":»ea representation of time: everywhere where there
with the 1n ::nl there was a changing whole open somewhere, in
. m-lqr,?::\ras ;q.rhy the cinematographic image essentially had an
-f-ﬁeld which referred on the one hand to an external world
- was actualizable in other images, on the other handl to a
mng whole which was expressed in the set of associated
images. Even false continuity could be introduced, and preﬁglflie
the modern cinema; but it sn‘:er.ned to constitute a mere .mc-m.;l y
of movement or an association-disorder, which showed t e
indirect action of the whole on the parts of tht_: set. Wf: h.dve
examined these aspects. The whole was thus being conun_uﬁllly
made, in cinema, by internalizing the images and externalizing
itself in the images, following a double attraction. This was the
process of an always open totalization, which dt:ﬁned montage or
the power of thought. When we say ‘the whole is the outside’, the
pointis quite different. In the first place, the question is no lopgcr
that of the association or attraction of images. What counts is on
the contrary the interstice between images, between two images: a
spacing which means that each image is plucked from the void
and falls back into it."” Godard’s strength is not just in using this
Mode of construction in all his work (constructivism) buE in
Making it a method which cinema must ponder at the same time
SRusesit. Ici et ailleurs marks a first peak in this reflection, which
?a;flemards transferred to television in Six fois deux. It can, in
: ?l""a)'s be objected that there is only an interstice between
whi(l:att’e.d images. From this Poim of. view, images like thoiﬁ
be ingo) r""g together Golda Meir and Hitler in Jci et ailleurs wo‘ud
for 5 lr:rg}hlu But‘th!s is perhaps proof that we are not yet rf:)dy
ili*n;,, ae l‘ear!mg ql the ‘ws_ual image. For,l in Godard ;mf:-t od,
1o question of association. Given 9ne 1m.age, another image
This is nod,'ost‘n “'hig‘h will induce an interstice between th_e tw'o.
nmhema[li 4N operation of association, but of d:f_fe'renuat.lop, as
“1ans say, or of disappearance, as physicists say: given
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one potential, another one has to be chosen, not an
but in such a way that a difference of potential s e
between the two, which will be productive of third
something new. /ci et ailleurs chooses the French couple
into disparity with the group of fedayeen. In other
interstice is primary in relation to association, or j
difference allows resemblances to be graded. The
become primary, and as such grows larger. It is not a
following a chain of images, even across voids, but of g
of the chain or the association. Film ceases to be ‘ima i
... an uninterrupted chain of images each one the slay
next’, and whose slave we are (Ici et ailleurs). It is the
BETWEEN, ‘between two images’, which does awa
cinema of the One. It is the method of AND, ‘this and
which does away with all the cinema of Being = is. B
actions, between two affections, between two perc
tween two visual images, between two sound images,
sound and the visual: make the indiscernible, that is
visible (Six fois deux). The whole undergoes a mutation,
has ceased to be the One-Being, in order to
constitutive ‘and’ of things, the constitutive bet
images. The whole thus merges with that Blanchot ¢
of ‘dispersal of the Outside’, or ‘the vertigo of spacing’
which is no longer a motor-part of the image, and
image would cross in order to continue, but is the ras !
into question of the image (just as there is a silence w
longer the motor-part or the breathing-space of disce
radical calling into question).* False continuity, then
new meaning, at the same time as it becomes the law. :
Just as the image is itself cut off from the outside wo!
out-of-field in turn undergoes a transformation. When
became talkie, the out-of-field seems to have initially
confirmation of its two aspects: first, noises and voices €
a source external to the visual image; secondly, a voice 0T
of music could show the changing whole, behind or b
visual image. Hence the notion of ‘voice-off’ as sound
of the out-of-field. But if we ask in what conditions ciné
out the consequences of the talkie, and so becomes truly g
everything is inverted: this is when the sound itself becof
object of a specific framing which imposes an interstice W=
visual framing. The notion of voice-off tends to disaPP®
favour of a difference between what is seen and what 5
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fference is constitutive of th_e image. There is'no mqr.e

d this di ?]"he outside of the image is replacec! by the interstice
aﬂt.of'ﬁ‘?ld' o frames in the image (here again Bresson was a
g'ellween E?f_;::la!‘d draws all the consequences from this when he
. " hat mixing ousts montage, it being underslopd that
not just consist of a dlstrlb_uthn of the dlffell-ent
nts, but the allocation of their differential relations
1l elements. Interstices thus proliferate evcry“..rhere,

ith the VIS age, in the sound image, between the sound image
i“'hewsu-al l-"11 irgn;;ge. That is not to say that the discontinuous
“.‘e Vnsua[he continuous. On the contrary, the cuts or breaks
® ov}c:'r ve always formed the power of the continuous. But
R ddmathemalics are the same here: sometimes lht_e cut,
tional, forms part of one of the two sets which it
tes (end of one or beginning of the other). Thls is the case
’e'pl:r‘:]assicai' cinema. Sometimes, as in modern cinema, the cut
:lu become the interstice, it is irrational and does not Jorm part of'
cither set, one of which has no more an end tkar::he other has a be:g'tr::inmf.
false continuity is such an irrational cut.” Thus, in Goda hl -E

interaction of two images engen:ers or traces a frontier whic

to neither one nor the other.

bell:.):stg:in had already demonstrated that the continuous a.nd th.e
discontinuous were never opposed to each other in the cinema
What are opposed, or at least distinguished, are rather two w.i}:s
of reconciling them, according to the n_'ansformanon of the
Whole. It is here that montage comes into its own. As long as the
whole is the indirect representation of time, the cqntmuou_s is
reconciled with the discontinuous in the form of rdt{onal points
and according to commensurable relations (Eisensteln_ explicitly
found their mathematical theory in the golden section). But,
hen the whole becomes the. power of the outside which passes
Mo the interstice, then it is the direct presentation of time, or the
“OMtinuity which is reconciled with the sequence of irrational
Shants, according to non-chronological time relationships. Itis in
'S sense tha, already in Welles, then in Resnais, and i.ilSO in
=, montage takes on a new sense, determining relations in
direct time-image, and reconciling the cut-up with the
:Cr:ce shot. We have seen that the power Qf lh.()ught gave way,
‘hOulgc; 4n unthought in thought, to an lrratlolr:lalbprq?)e;btlz
of reslo;q‘i Point of outside beyond the outside world, u(: tigs ble
does G “g our belief in the }\rorld. The question |s.n g :
€ma give us the illusion of the world? But: how does

e€
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cinema restore our belief in the world? This irrational pe
unsummonable of Welles, the inexplicable of Robbe-G
undecidable of Resnais, the impossible of Marguerite [
again what might be called the incommensurable of @
(between two things).
There is another consequence, correlative to the b
status of the whole. What is correlatively produced is a dj
of the internal monologue. According to Eisenstein's
conception, the internal monologue constituted a
material loaded with features of visual and sound e
which were associated or linked together with each
image had a dominant tonality, but also harmonics whic
its possibilities of harmony and metaphor (there was
when two images had the same harmonics). There wa
whole of the film which encompassed the author, the w
the characters, whatever the differences or contrasts
author’s way of seeing, that of the characters, and
which the world was seen formed a signifying uni
through figures which were themselves significant. A
this conception was struck when the internal monolo
personal or collective unity, and shattered into a
debris: stereotypes, clichés, ready-made visions and
took away the outside world and the interiority of ¢
the same decomposition. The Married Woman merged w
pages of the weekly that she was flicking through, an
catalogue of ‘spare parts’. The internal monologue ¢
under the weight of the same poverty on the inside
outside: this was the transformation that Dos Passos
duced into the novel, by already invoking cinemat
methods, and which Godard was to bring to comp
Married Woman. But this was only the negative or critical
a more profound and more important positive transt: 0
From this other perspective, the internal monologue gt
sequences of images, each sequence being independent,
image in the sequence standing for itself in relatio
preceding and following ones: a different descriptive
There are no longer any perfect and ‘resolved’ harmoni==
only dissonant tunings or irrational cuts, because there &
more harmonics of the image, but only ‘unlinked’ tones 1%
the series. What disappears is all metaphor or figu
formula in Weekend, ‘it’s not blood, it’s red’, signifies that bi€
ceased to be a harmonic of red, and that this red is the uniq¥=

Thovg'
of blood' On
s

us
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ak and show literally, or else not show
¢ mus]lff[:\icording to ready-made formulas, the
e at our doors, besieging us like cannibals, they
the scrub of Seine-et-Oise, eating human flesh.
are killers, schoolchildren prisoners, photographers
e drworkers are being screwed by their bosses, this has
pimPs' if thf, not ‘metaphorized’, and series have to be con-
oo -o;nsequence. If it is said that a weekly does not ‘stand
structed |I1.t1vertising pages, this has to be shown, literally, by
up’ i “si:m out so as to let us see that the weekly no longer
;nglP;gm: this is no longer a metaphor but a demonstration
stan
(Sixfoii pevs) ‘unlinked’ im: this was Artaud’s term)
b Godard, the unlinke image (
bccomw“h serial and atonal, in a precise sense.'” The problem of
l::ion between images is no longer of knowing if it works
. rk [si ¢a va ou si ¢a va pas), according to the

it does not WO . 1
::quiremems of the harmonics or of the resolved tunings, but of

knowing How it's going [Comment ¢a va). Lil_ce t-his 0; llkt? thatt,_
‘how it's going' [comment ¢a va) is the corllsmunon of series, od
their irrational cuts, of their dissonant tunings, of their unlinke
terms. Each series refers to a way of seeing or speaking, for its
own purposes, a way which may be that of current opmlu?
operating through slogans, but equally that of a class, a sort, a
typical character operating through thesis, hypothesis, paradox
or even pretended cleverness, abrupt change of subject. Each
series will be the way in which the author expresses himself
indirectly in a sequence of images attributable to a_mother, or,
conversely, the way in which something or someone IS expressed
indirectly in the vision of the author considered as other. In any
case, there is no longer the unity of the author, the characters
and the world such as was guaranteed by the internal monolo-
8ue. There is formation of ‘free indirect discourse’, of a free
direct vision, which goes from one to the other, so that either
auloamho" expresses himself through the intercession of an
an nomous, independent character other than the author or
i? Tole fixed by the author, or the character acts and speaks
Mself as if his own gestures and his own words were a!ready
:;P;-"ne(‘i by a third party. The first case is that of the cinema
rectly called ‘direct’, of Rouch and Perrault; the second,
o' an atonal cinema, in Bresson, in Rohmer.” In short,
"M had a profound insight about modern cinema when he
terized it by a sliding of ground, breaking the uniformity

ak at all.
jonaries ar
pe shown 11
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of the internal monologue to replace it by the dj -
deformity, the otherness of a free indirect discourse i
Godard has used every method of free indirect vis;o
he has limited himself to borrowing and renewinn'
contrary, he created the original method which allowe;j
make a new synthesis, and in so doing to identify hj
modern cinema. If we are looking for the most gene-
for the series in Godard, we should call every sequence of
in so far as it is reflected in a genre a series. An entire film
corresPond to a dominant genre, as Une femme est une fer
to mu;ncal comedy, or Made in USA does to the strip ca pei
even in this case the film moves through sub-genres,
general rule is that there are several genres, hence se
Thq passage from one genre to the next day may be
straight discontinuity, or equally in an imperceptible
tinuous manner with ‘intercalary genres’, or again
recurrence or feedback,™* with electronic proced:
possibilities are opening everywhere for montage). This
status of genre has important consequences: instead ¢
s.ub‘suml_ng images which naturally belong to it, it consti
limit of images which do not belong to it but are refle
Amengual rightly pointed this out for Une femme est
whilst dance, in a classical musical comedy, informs all
even preparatory or intercalary ones, it arises here, in col
a ‘moment’ in the behaviour of the heroes, as the li
which a sequence of images is moving, a limit whi
realized only by forming another sequence moving
another limit.” This is the case of dance not only in Une
bgl in the café scene in Bande a part, or that of the pir
Pierrot le fou, a passage from the wander-genre to
genre.”* These are three great moments in
Losing its capacities for subsuming or constituting in fa¥
free power of reflection, genre may be said to be all the p
marking the direction of pre-existing images, more
character of the present images (Amengual shows
scenery of Une femme . . ., the great square pillar in the
the bedroom and the patch of white wall between two
contributes all the more to dance in that it ‘demolishes }
danced’, in a kind of pure and empty reflection which give
virtual a specific reality: the virtualities of the heroine). )
Godard’s reflexive genres, in this sense, are genuiﬂe
through which the film passes. And the table of mORE
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phough @
ed asd table of categories. There is somf:lhing Aristotelian
conce! ) Godard’s films are syllogisms, which simultaneously
in e degrees of probability and paradoxes of logic. Itis nota
integ™ { a cataloguing procedure or one of ‘collage’, as Aragon
er Zd but of a method of constitution of series, each marked
sﬂggeftte orv (the types of series can be very varied). It is as if
ya‘&'d Eeré taking the reverse route to the one we followed
Go:lii:; and was finding ‘theo‘re'ms' at the edge of ‘Problems'. The
matheﬂ"a‘ida“ Bouligand distinguished, as two inseparable in-
nces, on the one hand'problems anFl on the othe_r. lheorems’or
the overall synthesis: while problems impose cundmons‘of series
on unknown elements, overall synthesis fixes categories from
where these elements are extrac?ed (points, straigl?t lines, curves,
nes, spheres, etc.)” Godard is constantly creating categories:
hence the very special role of discourse in many of his films
where, as Daney noted, one genre of discourse always leads to a
discourse of a different genre. Godard goes from problems to
categories, even if the categories end up presenting him with a
problem again. For instance, the structure of Slow Motion: the
four great categories, ‘the Imaginary’, ‘Fear’, ‘Business’, ‘Music’,
Jead to a new problem, ‘What is passion?’, ‘Passion is not thiis o
which is to be the object of the next film.

According to Godard, categories are not fixed once and for all.
They are redistributed, reshaped and reinvented for each film. A
montage of categories, which is new each time, corresponds to a
cutting of categories. The categories must, each time, surprise us,
and yet not be arbitrary, must be well founded, and must have
strong, indirect relations between themselves: they must not be
de:d_from each other, so that their relation is of the ‘And . . ."
zrl;‘:l-;:ls ‘and’ must achieve necessity. Itis often the case l!’lal the
mnstitmwoad indicates the category, while the visual images
Vo lhe? l. e series: hence the very special primacy of the word
And, in t’;lndge_and the presentation of the screen as blackboard.
Blace anedwn‘uer! phrase, the conjunction and’ can assume an

Berari magnified value (Ici et adieurs): Th1s. re-creation of
Erics 0‘;3_ d.oes not necessarlly'mark a discontinuity bel\.veen
aNother. 4 '}T]Hdges: we can pass without break from one series to
Nexp be;r)nl € same time as the relation of one category to Ehe
[%] ”: 1es unlocalizable, as we pass from the walndt‘:rmg
the ¢ t‘a[r;h‘e ballad [ballade] in Pierrot le fou, or from daily life to
Neto the :3" Une femme est une femme, or from the housework
picin Le mépris. Or again, the written word can be the
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object of an electronic processing introducing mutatigp " This is Godard’s consistent method in the films in
rence and retroaction (as already on the notebook in Pjeps " s there is rather reflection in music, or in both at
la. . .rtis changed into la mort.”” Categories, then, are ne The Letter to Freddy Bw_zcke relf:ases the chromatic pro-
answers but categories of problems which introduce once): the pure state: there is the high afld the low, lh‘(‘.‘ blue,
into the image itself. They are problematic or pr ﬁd“r.elﬂiausanne, and the green, terrestrial and aquatic Lau-
functions. Henceforth, the question for each of Godard M’fwo curves or peripherl(?s. and, between the two, there is
what performs the function of categories or of reflexi sanne- he centre, the straight lines. The colours have become
In the simplest case, it can be aesthetic genres, the ep greys L malhemalical categories in which the town reflects its
the novel, dance, cinema itself. It is characteristic of almost and makes a problem out of them. Three series, 1h‘ree
reflect itself, and reflect the other genres, without | of matter, the problem of Lausanne. All the technical
images referring to a pre-established dance, novel, th of the film, its high-anglel shots, l?w-angle §h0[s, h'a'lt:v. on
film, but themselves setting out to ‘do’ cinema, to do day he image, are at the service of’thls reflection. He will be cnuu?ce'd
novel, to do theatre, throughout a series, for an episo for not having fulfilled the brief of a film “about’ Lausanne: this is
categories of genres can also be psychic faculties (i pecause he has inverted the relation between Lausanne and the
memory, forgetting . .. ). But sometimes the catego colours; he has made Lausanne pass into the colours as on a table
assumes much more unusual aspects, for example in of categories which was, hmlvevel‘. applicable only to Lausanne.
known interventions of reflexive types, that is, ori This is definitely constructivism: he has fecFms'tmctefl_Lausanne
viduals who exhibit for what it is, in its singularity. with colours, the discourse oflausanne: its mc}:rec[ vision. '
towards which a given series of visual images was mc Cinema ceases to be narrative, but it is with Godarfi that it
would move in the future: these are thinkers, like J becomes the most ‘novelesque’. As Pierrot le fou puts it, ‘Na_ext
Melville in Breathless, Brice Parain in Vivre sa vie, | ﬁapter Despair. Next chapter. Frced'om. Bitterness.” Bakhtine
Chinoise; they are burlesque like Devos or the q defined the novel, in contrast to []’N.E epic or tragedy, as no.longer
Lebanon in Pierrot le fou; they are examples like the extr having the collective or distributive unity through which the
or Three Things I Know About Her (my name is this, I do characters still spoke one and the same I;_mguage. On the
that . . . ). They are all interceders who function as a c contrary, the novel necessarily borrows sometimes the everyday
giving it a complete individuation: the most moving e: anonymous language, sometimes the language of a class, a group,
perhaps the intervention of Brice Parain who -;PI'Ofesslon, sometimes the particular language of a character.
individuates the category of language, as the limit tow. ; °fhe€'x£g:mlhat the characters, classes and genres form the free
the heroine was moving, with all her energy, through t irect discourse of the author, as much as the author forms
images (the problem of Nana).

free indirect vision (what they see, what they know or do not
In short, the categories can be words, things, acts, 0W). Or rather the characters express themselves freely in the
carabiniers is not another film about war, to glorify or

\J . . - .
rsdlscourse-vision, and the author, indirectly, in that of the
films the categories of war, which is something quite

'w't:_]rs. In short, it is reflection in genres, anonymous or
- 5 s ni - 5 2, isi  Filg

Now, as Godard says, these can be specific things, a ed, which constitutes the novel, its ‘plurilingualism’, its
earth and air, or ‘specific ideas’, occupation, countrys

Power, and its vision." Godard gives cinema the piarticular
ance, or ‘specific feelings’, violence, rout, absence of a‘som;):;?e novel. He provides himself:wilh the reflexive types
- d‘enslm?; d:so::der, surprise, void, or ‘spetific phenomend, n line “;Z!‘(E(Fers_throug‘h whqm Iis dlw].:ys a;ofhe;']. It |lsli.;
silence.™ It will be noted that colours thcmse[v_es can %‘:lt‘.'rsal : 1g-zag line, which !ergs together the author,
function of categories. Not only do they affect things a Modery, the world, and which passes between them. Thus
and even written words; but they form categories in th Poin

o cnema develops new relations with thought from three
red is one in Weekend. 1f Godard is a great colourist, it 1S Mages . " the obliteration of a whole or of a totalization of
he uses colours as great, individuated genres in which the P

unles

in f. . L i
"M favour of an outside which is inserted between them;
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the erasure of the internal monologue as whole of k
X % g = e

favour of a free indirect discourse and vision; the erge.

unity of man and the world, in favour of a break which

us with only a belief in this world.

cinema, body and brain,

8 thought

1

I me a body then’: this is the formula of philosophical
'Wrgl, The body is no longer the obstacle that separates
S ¢ from itself, that which it has to overcome to reach
W2 It is on the contrary that which it plunges into or must
- into, in order to reach the unthought, that is life. Not that
the body thinks, but, obstinate and stubborn, it forces us to think,
~ and forces us to think what is concealed from thought, life. Life
will no longer be made to appear before the categories of
thought; thought will be thrown into the categories of life. The
ategories of life are precisely the attitudes of the body, its
ostures. ‘We do not even know what a body can do’:in its sleep, in
menness. in its efforts and resistances. To think is to learn
whatanon-thinking body is capable of, its capacity, its postures. It
is through the body (and no longer through the intermediary of
the body) that cinema forms its alliance with the spirit, with
thought. ‘Give me a body then’ is first to mount the camera on an
| everyday body. The body is never in the present, it contains the
mom and the after, tiredness and waiting. Tiredness and
MS. even despair are the attitudes of the body. No one has
mITher than Antonioni in this direction. His method: the
i through behavior, no longer experience, but ‘what
m'“. of past experiences’, ‘what comes afterwards, when
mng has been said’, such a method necessarily proceeds via
hies tf"(_ies or postures of the body.' This is a time-image, the
.y l}?e !I;l:)nde. The daily attitude is what puts the before and after
deadline “Y. time into the body, the body as a revealer of the
that gygig € attitude of the body relates thought to time as to
Pﬂ'haps : e Whl(ﬁh‘ is infinitely further than the outside world.
tanegys) rednl?ss is the first and last attitude, because it simul-
» a{ZOnlal'ns the before and the after: what Blanchot says is
imme ntonioni shows, not the drama of communication, but
The "se tiredness of the body, the tiredness there is beneath
Municyye:” and which suggests to thought ‘something to incom-
» the ‘unthought’, life.
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But there is another pole to the body, another cin -.-

,ched that point of non-desire which now defines the
thought link. “To give’ a body, to mount a camera op ¢ s

he has, the Schopenhaurian point, Hamlet’s point in Un Hamlet

takes on a different sense: it is no longer a matter of fojj, Palheuc h int where the visible body disappears. What is
trailing the everyday body, but of making it pass de m0 n-desire is music and speech, their intertwining in a

% 2}{: is now only sound, a body of new opera. Even aphasia

s the noble and musical language. Itis no longer the
ho have a voice, it is the voices, or rather the vocal

ceremony, of introducing it into a glass cage or 3 g
imposing a carnival or a masquerade on it which makes i
grotesque body, but also brings out of it a gracious and
body, until at last the disappearance of the visible
achieved.Carmelo Bene is one of the greatest cons
crystal-images: the palace in Notre-Dame des Tures
image, or rather it is the whole image which moves
reflections take on a violent colour, the colours
crystallize in Don Juan, in the dance of the veils in Capr
the material comes between the dancer and the camerg
haunt the crystal, like the eye in the monstrance, but
first allowed to see are the skeletons in Notre-Dame, the
Capricci, the old, decrepit saint in Salomé, who exhaust th
with useless gestures endlessly taken up again, with e
inhibited and recommenced attitudes, up to the
posture (the Christ in Salomé who can’t manage to ¢
alone: how could the last hand nail itself?). The cerema
begins with parody, which affects the sounds as m
gestures, for gestures are also vocal, and apraxia and.
the two sides of the same posture. But what eme
grotesque, what is torn from it, is the gracious body of*
superior mechanic, whether she dances among the o
goes through the stylized attitudes of a secret wish,
fixed in an attitude of ecstasy. Is this not done in order
free the third body, that of the ‘protagonist’, or
ceremonies, who passes through all the other bodies? I
his eye which was sliding into the crystal, it is he who
cates with the crystalline setting, as in Notre-Dame
history of the palace becomes an autobiography of the

pody whi

n pecome

w - -
e the protagonist (whisper, breathing, shout, eruc-

qucs Ot; which become the sole, true characters in the
::lO}' in what has become a mpsica‘l setting: as _in t_he
wti .ous monologues of Herod Antipas in Salomé, which rise
Er:: his ]epmsy-covered body, and which carry out the sound
rs of the cinema.? In this undertaking, Carmelo Bc::ne must
be the director closest to Art'aud. He ha:_r. the same experience: he
ipelieves’ in cinema, he b?lle‘.res that cinema can bring about a
more profound lhcalncghzanon than tl!ealre itself, but !le only
believes this for a short time. He soon thinks that theatre is more
capable of renewing itself, and freeing sound powers, than a still
limited, over-visual cinema, even if this means that the
theatricalization has to include electronic rather than cinemato-
graphic aids. None the less he believed in it for a while, the time of
awork too soon interrupted, voluntarily interrupted: the capacity
that cinema would have to give a body, that is, to make it, to bring
about its birth and disappearance in a ceremony, in a liturgy. Itis
perhaps here that we shall be able to grasp a stake in the
theatre-cinema relationship.
Tht‘tse two poles, the everyday body and the ceremonial body,
are discovered or rediscovered in experimental cinema. The
15 not necessarily more advanced; it can even come
ards. The difference between experimental cinema and
1€ Other cinema is that the former experiments, whilst the other
Vers, by virtue of a different necessity from that of the filmic
pu::ce“- In experimental cinema, sometimes the process mounts
ist. It is he who takes up inhibited or incomplete gestures ma'::mt_‘-ra on the everyday body; these are Warhol’s famous
Notre-Dame where he is continually missing his own @€ th ¥, six and half hours on the man asleep in a fixed shot,
totally bandaged mummy who can no longer give hims " Eagrg-2T'€rs of an hour on the man eating a mushroom (Sleep,
injection, the impossible posture. It is he who must desect4 a Ce're Metimes, on the contrary, this cinema of the body mounts
gracious body, or use it in some respect, in order finally t0& Mony, takes on an initiatory and liturgical aspect, and

the power to disappear, like the poet in Capricci who l00KS y![::: 10 summon all the metallic and liquid powers of a sacred
best position to die in. To disappear is already Salomé’s Vi’“;la the Point of honour or revulsion, as in the essays of the

of o School, Brus, Miiehl and Nitsch.! But can we talk in terms

desire, when she went away, back turned, towards the
€ poles except in extreme cases which are not

when the protagonist takes up everything in this way, it is ¢
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Ciy cinema: body @
necessarily the most successful? In the best instances, tha- ¢ linkages of attitudes: characters ‘are constituted
day body might rather be said to lend itself to a ceremene. and word by word, as the film proceeds; the

! : ) ! sture an Y J P s kney
perhaps, will never arrive, to prepare itself for a ceremg gJc,mr.': b emsel“’es' the shooting acting on them like a revel-
perhaps, will consist of waiting: as in the long prepar; slﬂl"—_[ [hheadvancemem of the film allowing them a new
COUF:]_': i;'l Mf’f:?ﬂ;ﬁbﬂf;ﬂw by Maa(si 3\;"1 :lCIOl]‘;’-'. or ations e;fem in their behaviour, their own duration very pre-
prostitute in Flesh by Morrissey and Warhol. By

-ciding with that of the film.® And, in the succeeding
ginals the characters of its cinema, the underground he spectacle can pass through a script: the point of this is
itself with the methods of an everydayness which ¢ :

a story than to develop and transform bodily attitudes,
leaked from the preparations for a stereotype ceremo; Woman under the Influence: or in Gloria, where the
prostitution, transvestism. Attitudes and postures p

ned child sticks to the body of the woman who first tries to
slow, everyday theatricalization of the body, as in Flesh, sh it away. In Love Streams, there is the brother and sister: the
finest of these films, with its fatigues and expectation:

first can only experience his existence in an amassing of female
with the moment of relaxation, the game of three fur podies; the other in an amassing of luggage, or of animals which
bodies, man woman, and child. f he offers to the brother. How can one exist, personally, if one
What is important is less the difference between pg :annot do so all alone? How can something be made to pass
passage from one to another, the imperceptible through these packets of body, which are at once both obstacle
attitudes or postures to ‘gest’. It is Brecht who created and means? Every time, space is made up of these excrescences of
of gest, making it the essence of theatre, irreducible to’ body, girls, luggage, animals, in search of a ‘current’ which would
the ‘subject’: for him,the gest should be social, alt from one body to the next. But the lonely sister will leave on a
recognizes that there are other kinds of gest.” What we dream, and the brother will remain under a hallucination: a
general is the link or knot of attitudes between themse hopeless story. As a general rule, Cassavetes keeps only the parts
co-ordination with each other, in so far as they do not of space connected to bodies; he composes space with disconnec-
previous story, a pre-existing plot or an action-i ted bits solely linked by a gest. This is association of images being
contrary, the gest is the development of attitudes replaced by formal linkage of attitudes.
and, as such, carries out a direct theatricalization of bo The new wave, in France, has taken this cinema of attitudes and
very discreet, because it takes place independently ¢ postures (whose model actor would be Jean-Pierre Léaud) a long
The greatness of Cassavetes’s work is to have undo way. The scenery is often made according to the attitudes of the
plot, or action,but also space, in order to get to attitud body that it demands and the degrees of freedom that it allows
gories which put time into the body, as well as thoug

them, like the flat in Le mépris or the bedroom in Vivre sa vie, in
When Cassavetes says that characters must not come fr Mdard. Embracing, striking, intertwining and bumping bodies
or plot, but that the story should be secreted by the cha iMimate major scenes as in First Name Carmen again, where the two
sums up the requirement of the cinema of bodies: the ¢hd €IS attempt to grab each other in doors or windows.” Not only
reduced to his own bodily attitudes, and what ougnt to' bod; 1es bang into each other, but the camera bangs against the
the gest, that is, a ‘spectacle’, a theatricalization or d g

- In Passion each body not only has its space, but also its
which is valid for all plots. Faces is constructed on the @ - The body is sound as well as visible. all the components of
the bodies presented as faces going as far as the

Mage come together on the body. Daney’s formula when he
expressing waiting, fatigue, vertigo and depression. /

d .
: e?:;i"ﬂ et ailleurs — restore images to the bodies on which they
basis of the attitudes of blacks, and the attitudes of whit€s: €N taken — applies to the whole of Godard’s cinema and to

revealed the social gest which forms around the attitu€® ha W wave. I¢i et ailleurs does it politically, but the other films

; ; s SO : : Y€ at least 4 nalis: i .
white Negro, put in a position where it is impossible 10 © alllitudeledst a politics of the image, to restore the image to the
lonely, on the verge of evanescence. Comolli speaks of 2

of bo(: and postures of the body. A characteristic image is that
revelation, where the only constraint is that of bodies, 4 ¥ leant against a wall, which lets itself go and falls to a

ic that ©

as 1N
abando

hEhF
|
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sitting position on the ground in a sliding of Postures. Th
out his work, Rivette elaborates a formula where cinepy
and theatricality specific to cinema confront each oth
par terre is its most perfect expression, that becomes du
itis presented in a theoretical way, whilst it sets in motion

and the female worker, refer to a pic'torial or
fcﬂ"lc .| gest. And in First Name Cm:men, the '?mltudes of

p;cto_rtdaﬁy refer to a musical gest which co-ordinates them
mconunﬂl of the plot; which takes them up and ‘Su‘b_!e(.‘ts to
: ndcnlher linkage, but also frees all their potentialities; the

wnerl

supple combinations. The characters are rehearsing I];tﬂ"wahlgf the quartet are not limited to developi"g_‘md
the rehearsal precisely implies that they have not yet a !'salsthc sound qualities of the image, _bt_u also the \nf:.ual
theatrical attitudes which correspond to the roles and n in the sense that the curve of the violinist's arm modifies

of the play which goes beyond them; on the contrary,
to para-theatrical attitudes which they assume in rels
play, in relation to their role, and each in relation to
and these second attitudes are all the purer and more
dent for being free from all pre-existing plot, which
the play. These attitudes will thus secrete a gest whi
real nor imaginary, neither everyday nor ceremonial,
boundary between the two, and which will point
position to the functioning of a truly visionary or
sense (the magic sweet in Celine and Julie Go
magician’s projections in L'amour par terre). It is as if the
spring to life again on the walls of the theatre, and d
attitudes as independent of the theatrical role as they a
action, although echoing both of them. One of
instances, in Rivette, is L’amour fou, when the couple eng
room take up and pass through all the postures, a ref
an aggressive posture, an amorous posture . . . Itisan
demonstration of postures. In this sense, Rivette in
theatricality of cinema totally distinct from the thea
theatre (even when cinema uses it as a reference).
Godard’s solution is different, and seems at first si
itis, as we have seen, that characters begin to play for
to dance and to mimic for themselves, in a theatricali
directly extends their everyday attitudes. The character
theatre for himself. In Pierrot le fou we continually move
attitude of the body to the theatrical gest which joins the
together and produces further ones, up to the final sui
absorbs all the others. In Godard, the attitudes of bod g
categories of the spirit itself, and the gest is the thread W
from one category to another. Les carabiniers is the
war. The gest is necessarily social and political, followin
requirements, but it is necessarily something different as
Rivette as much as Godard). It is bio-vital, metaph
aesthetic.” For Godard, in Passion, the postures of the bO>

o

:‘55:5. nt of the bodies which are embracing. The fact is tha}t,
the moveme unds and colours are attitudes of the body, that is,
i GOdérd.' :](:e thus find their thread in the aesthetic composi-
n'esl; as?s(es through them, no less than in the social and

. 'wh!f) Iz:nizauion which underpins them. First Name Can_nen,
u?i;le ;Etsel, makes sounds depend on a l_)ody which collides
f:;hmthings. and collides with itself, bangs itself on t!‘le head.
Godard's cinema goes from the attitudes of the b(?dy. visual a.nd
sound, to the pluri-dimensional, pictorial and mu§|cal gest, wl:nch
constitutes their ceremony, liturgy and aesthe_tlc organization.
This was already true of Slow Motion, where music constituted the
virtual directional thread going from one attitude to another,
" ‘What is that music?’, before it is revealed for itself, at the end of
the film. The attitude of the body is like a time—imag_e. lhe‘one
which puts the before and the after in the body, the series of time;
but the gest is already a different time-image, the orftler or
Organization of time, the simultaneity of its peaks, the coexistence
ofits sheets. In the passage from one to the other, Godard thus
achieves a great complexity. All the more because he may f_o!low
the reverse procedure, and begin from a continuous gest initially
BVen, in order to break it up into attitudes or categories: as in the
on the image in Slow Motion (Where does the caress end and
ﬂle.slap begin? Where does the embrace end and the struggle
:?i;?)-" There is not only the gest ‘between’ two a}titudes; there
ety th'f Sound and the visual in the attitudes and in the gest apd
n lh:m' the attitudes and the gestitself, and inversely: as, again,
re:Isual and sound breaking down of the pornographic
mehg POst-new wave will continually work and invent in these
tha?m_': the attitudes and postures of the body, the valf)nzmg
of oo “PPens on the ground or in bed, the speFd and v:o!em.:e
ed 'Mation, the ceremony or theatre of cinema which is
LUhomy, , Chérea’s La chair 'de Vorchidée and especially his
*$€are already very powerful in this respect). Certainly
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the cinema of bodies does not proceed without risk: 3 gl
of marginal characters who make their daily life ingg .
ceremony; a cult of gratuitous violence in the linkage
a cultivation of catatonic, hysterical or simply refyg
Godard makes a kind of parody of these at the begj
Name Carmen. And we end up being tired of all these
slide along the wall and then find themselves sq
ground. But since the new wave, every time there w:
powerful film, there was a new exploration of the
Starting with Jeanne Dielman, Chantal Akerman
‘gestures in their fullness’. Enclosed in the bedroom
of Je Tu Il Elle links involutive refuge- and infantile p
mode which is that of waiting, counting the days: a ¢
anorexia. Chantal Akerman’s novelty lies in showing
bodily attitudes as the sign of states of body pa
female character, whilst the men speak for society
ment, the part which is their due, the piece of his
bring with them (Anna’s Rendezvous). But the chain
female body is not closed: descending from the m
back to the mother, it serves as a revelation to men,
about themselves, and on a deeper level to the
which now makes itself seen or heard only through
a room, or a train, a whole art of sound. In the sa
space, a woman'’s body achieves a strange nomadism
itcross ages, situations and places (this was Virginia
in literature). The states of the body secrete the
which joins together the corresponding attitudes,
female gest which overcomes the history of men
the world. It is this gest which reacts on the body
hieratism like an austere theatricalization, or rather
Whether it is possible to avoid the excess of styl
tends, in the end, to enclose film and character is the
Chantal Akerman herself poses.'"” The gest may
burlesque, without concealing anything, and pass on 10/
lightness, an irresistable gaiety: already in Toute uné
especially in the episode in Paris vu par . . . 20 ans aprés: ™
itself stimulates the whole of Akerman’s work, ‘I am hun
cold’, the states of body have become burlesque, SO

ballad. i

Female authors, female directors, do not owe 1}1.(:11'

to a militant feminism. What is more important 15 ¥,
have produced innovations in this cinema of bodies, 3%

B, body
ginem™

ug .
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onquer the source of their own ‘alflitudes and the
pad 10 ;:it)’ which corresponds to them as individual or common
;eml’or‘l vom 5 o 7, One Sings, the Other Doesn’t by Agnes Varda,
(wa o5t rouge by Michele Rosier). With Mur murs and
Mon coeu” y, Varda constructs a diptych whose second part
s the day-to-day attitudes and gestures of a woman lost in
Prtscﬂn les, while the first part shqws, in the eyes'c:f another
walking in the same city, the historical and political gest of
al:,rity community, murals by Chicanoes in exasperated
and colours.

m;’,‘,g.:: of the body or of;:t})tudes agso too}:c n;lw di(;-ecti?nsi
hon and La rosiére essac, Eustache filmed cyclica
e II‘:i‘:lofegrating collective attitudes and constituting a social
There was undoubtedly a whole context, an organization of
.,-, of political aims, a whole history surrounding these
ceremonies, in these ceremonies. But, following the lesson of
cinéma-vérité, this history would not be told: it woul;i' birevealel()lé

nd all the more so for being less shown; the only thing to
gwn would be the way tEe attitudes of the body are co-
ordinated in the ceremony, so as to reveal what did not allow itself
10 be shown.'' Eustache’s cinema was henceforth to develop in
several directions. The attitude of the body was no less vocal than
gestural, one of the principal aims of cinema being, as Philippon
putsit, to film speech. Attitudes and postures would engender their
gest through a power of the false, from which bodies sometimes
themselves, and to which they sometimes gave themselves
fully, but always being confronted in this way with the pure act of
“nema. If the attitude had been made to be seen and heard, it
Necessarily referred to a voyeur and a listener who were equally
::lures of the body and also attitudes, to the extent that the gest
> Made up of the attitude and its voyeur, and vice versa,
8¢ for speech. In the end, the diptych became the funda-
Vi, f""m‘of cinema, in very varied shapes but each time
g' the effect of putting time into bodies. Eustache was to
;’n'second Rosiére de Pessac years later, to confront and
whi indle them on the basis of the second: ‘It is the idea of time
Gipty, (:Fref‘l_s me." Mes petites amoureuses was organized as a
h"dies ; which the first panel showed the attitudes of childish
» 1N the countryside, but the second, the ‘false’ adolescent
" heare, lich the child , in the city, was now only the voyeur
With p;g ) until he returns to the countryside, having grown up
"ew knowledge. Une sale histoire constituted the two

a min

———— s,
e i————— Y
. s
- R =
[ T




198

pody and brain, thought 199

ct of Godard’s but sums up Garrel’s experi-

degrees where on both sides, attitude and speech, he. 1ds 2 roject of o« A Kpet
voyeur were joined together. All these aspects alreagy « oﬂ‘yhcﬁ;e theatrical hieratism of characters, noticeable in his
Mother and the Whore a masterpiece of the cinema of § ences © i increasingly focused on a physics of fundamental
their gestural and vocal attitudes. ﬁfﬁ‘ﬁlmv?hat Garrel expresses in cinema, is the problem of the

If modern cinema has been constructed on the _dies: the man, the woman and the child. The holy story as

sensory-motor schema or of the action-image, it heﬁneopeningofl.efévélateur lets us guess that there is

re. T

‘posture-voyeurism’ couple a new element which fune; h‘:ld pcrched in the dark on top of the wardrobe, then shows
better because the postures are innocent. The rich aC R opening on to the over-exposed silhouette of the father,
cinema cannot be exhausted by one author, Akerm, finally reveals, in front of him, the mother on her knees. Each

tache. It is an abundance, in which only different
recognized, and which founds the unity of a ¢
post-new wave’) by passing through very diffe
Faux-fuyants, by Bergala and Limosin can be n
showing a strange ceremony, which consists, for
man with the camera?), of inspiring and co-orc
attitudes of the body in young people of whom he mak
the voyeur, constituting a gest which links all the une
offences of flight, and replaces narration, from one ¢
next.'* With La drélesse, Jacques Doillon made an im
of postures, a mentally handicapped man took a
and subjected her to the innocent attitudes imposed
of a barn, lying down, sitting down, eating, sleeping,
surveillance of a fake viewing appparatus ineptly stus
(it would be the police’s business not to believe this, 2
non-existent story, that is, an action film with abd
rape). And in most of his films, from Doigts dans la téte,
up a theme related to The Mother and the Whore, to La
pushes attitudes of body to a frenzy under the ga
watching little girl, Doillon uses a very supple
which is able to show the postural poles between w
oscillates. Each time, the stylization of attitudes form
calization of cinema which is very different from th
Philippe Garrel who goes furthest in this direction,
provides himself with a genuine liturgy of bodies,
restores them to a secret ceremony whose only charact
Mary, Joseph and the Child, or their equivalents (Lel.!t
Marie pour mémoire, Le révélateur, L’enfant secret). This
pious cinema, even though it is a cinema of revela e
ceremony is secret, it is precisely because Garrel takes H
characters ‘before’ the legend, before they have made 2 '€
constituted a holy story: the question posed by Godard, b
Joseph and Mary say to each other before having the P&

ne of the other two, in three combinations, in a big
em::i:fer(:sembles a cloud on the floor. Sometimes, the
W dy invoked child is missing (Marie pour mémoire) or i's a
gifferent one from the one we see (L’enfa_m sef:ret): this is the: sign
that the problem of the three bodies remains c:r}eqlatographlcally
2 well as physically insoluble. The child is in himself the
matic point. It is around him that the gest is cumposed. as

inthe episode in Paris vu par . . . 20 ans apres (‘Rue Fontaine’): the
firstattitude is that of the man in the middle of telling the story of
a woman who said ‘I want a child’ and who disappeared; the
second, that of the same man sitting in a woman’s house and
waiting; the third, they become lovers, attitudes and postures; the
fourth, they have split up, he wants to see her again, but she tells
him that she had a child who died; the fifth, he learns that she has
been found dead herself, and he kills himself, his body toppling
slowly over in a long image to become one with snow, as in a
posture which has no end. The child thus appears as the
idable point in terms of which the attitudes of a man and a
*oman are distributed. In Garrel as well, the diptych form is thus
‘Mposed, around an empty turning-point, unattainable limit, or
I;;':‘“klﬁllal cut. It distributes not only attitudes, but the white and
> the cold and hot, as the conditions on which attitudes
ﬂlelw: °Tl the elements of which Ehe bodies are made. There are
wam oured rooms, on each side of the bed, the cold one aqd

"M one, in La concentration. There are the two big

k 1!::3 In the Lit de la vierge, the white Arab village and the
Graj). tany castle, the mystery of Christ and the quest for the
- €re are the two quite distinct parts of Liberté la nuit, the
8¢ of the couple where the man betrays the woman (the
Whi ima""“ma_m who knits crying in the dark, empty theatre), the
l"ﬂcharage Of the couple where the woman betrays the man (the
Sheey Cauqers embracing in a field where the washing is drying, a
8ht by the wind coming to cover them and cover the
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¢ sich istruly coﬂstilutive: conslitutin_g bodies, and in this way
one ™’ our belief in the n«forld, restoring our reason . . . It is
'd;orlﬂg if cinema is sufficient for this; but, if the world has
dﬂ.ul:!lftl‘l Lad cinema, in which we no longer believe, surely a true
pecome n contribute to giving us back reasons to believe in the
cnemd C?] in vanished bodies? The price to be paid, in cinema as

world an was always a confrontation with madness. '
h‘;::t' sense is Garrel one of the greatest modern authors,
In wwork' alas, may well develop its effects only in the long
dowing the cinema with powers that are as yet not well

en 5
wﬂ“'n_; We have to go back to a very old problem, which already
t theatre and cinema into opposition. Those who deeply
the theatre objected that cinema always lacked something,
presence the presence of bodies which remained the prerogative
of theatre: cinema only showed us waves and dancing corpuscles
with which it simulated bodies. When André Bazin takes up the
' ,helooks for a sense in which there is a different mode of
presence, a cinematographic one, which rivals that of theatre and
‘may even outdo it with different methods.'” But, if cinema does
not give us the presence of the body and cannot give us it, this is
perhaps also because it sets itself a different objective; it spreads
an ‘experimental night’ or a white space over us; it works with
‘dancing seeds’ and a ‘luminous dust’; it affects the visible with a
fundamental disturbance, and the world with a suspension,
which contradicts all natural perception. What it produces in this
Wayis the genesis of an ‘unknown body’ which we have in the back
of our heads, like the unthought in thought, the birth of the
which is still hidden from view. These responses which
"1ge the problem are those of Jean-Louis Schefer in L’homme
. Maire du cinéma. They consist in saying that the object of
18 not to reconstitute a presence of bodies, in perception
dction, but to carry out a primordial genesis of bodies in
& oFa white, or a black or a grey (or even in terms of colours),

screen). There are the alternations of hot and cold, the .
fire or a light in the night, but also the cold of the 4
caught in a mirror (as in L'enfant secret where we
window, the man with his back turned, and, in the
image of the woman also from the back crossing t}
going to meet the dealer). In Garrel, over-exposed
exposed, white and black, cold and hot, became the
of the body and the elements of its postures.'s
catagories which ‘give’ a body.

‘The absence of image’, the black screen or the wk
have a decisive importance in contemporary cinema, F
Burch has shown, they no longer have a simple
punctuation, as if they marked a change, but
dialectical relation between the image and its
assume a properly structural value (as in Brakhage
Black in experimental cinema)." This new value
white screen seems to us to correspond to the c}
analysed earlier: on the one hand, what is importan
the association of images, the way in which they ass
interstice between two images; on the other hand,
sequence of images is not now a rational cut which
of one or the beginning of another, but a so-called
which belongs neither to one nor the other, and
valid for itself. Garrel was able to give an extraord
to these irrational cuts, so that the series of anterior im
end, while the series of subsequent images li
beginning, the two series converging towards the
screen as their common limit. Moreover, used in |
screan becomes the medium for variations: the b
the under-exposed image, the intense blackness ¥
guess at dark volumes in process of being constitut;
marked by a fixed or moving luminous point,
combinations of black and fire; the white scré

over-exposed image, the milky image, or the snowy yCm_mfa ‘beginning of visible which is not yet a figure, which is
dancing seeds are to take shape ... And, in L'enft Yanaction’. Is this what Bresson’s project, Genese, is? In any

often the flash which gives rise to the images and ga . We be

the powers of black and white. Throughout Garre
black or white screen no longer has only a slructur‘d} v
a genetic one: with its variations and tonalities, 1t
power of a constitution of bodies (primordial
point, Man, Woman and Child), the power of the

postures.'” This may be the first case of a cinema of cof

!'e"e that what Schefer seeks rare examples of in the
On, nuo -:;me""d- in Dreyer and Kurosawa, is what Garrel draws
Mpiragi,, . . SYStematic recapitulation, but as a revitalizing
q‘ence.alll“_hlch_ means that cinema thus coincides with its own
%““lutio €ast with one of its essences: a proceeding, a process of
Moy, . " Of bodies from the neutral image, white or black,

or f.
I Rashed. The problem is not that of a presence of
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bodies, but that of a belief which is capable of restorin
and the body to us on the basis of what signifies thejr af
camera must invent the movements or positions
respond to the genesis of bodies, and which are
linkages of their primordial postures. Garrel’s special
cinema of bodies can be found in a geometry which in
make up the world, with points, circles and semici himsel
like in Cézanne, the dawn of the world is linked to
plane, volume and section, not as abstract figures by
and birth. In Le révélateur, the woman is often a
immobile and contradictory, whilst the child turn
woman, around the bed, around the trees, and the
semicircles which maintain his relationship with the y
the child. In Les enfants désaccordés, the camera which
fixed point on to the dance, begins to turn around \
approaching and moving away according to their
the changing light; at the beginning of La cicatrice &
circular tracking shot allows the character to ma
turn, the camera remaining fixed on him as if it
laterally to find still the same speaker; and, in Marie
while Mary is imprisoned in the clinic, Joseph turns
the camera, which changes position as if it were ina
different cars on a traffic interchange. On each occa
construction of space as this is attached to bodies
valid for the three fundamental bodies is also valid
trinity, that of the characters, the film-maker and |
placing them ‘in the best possible posture, in the sens
of a configuration of stars that it is in an astrologica
position”.'" :

What is special to Doillon is the situation of the b
between two sets, caught simultaneously in two
Truffaut had opened the way (Jules and Jim, The
Girls), and Eustache in The Mother and the Whore
construct the particular space of the non-choice.
renews and explores this ambiguous space. Thebt;hd
the apprentice baker of Doigts dans la téte, the husband O ;
qui ;EE,:, the young wom;g;: in La pirate, oscillate D wes d'SFUVcry (La fille prodigue). Not only does he thereby
women, or between a woman and a man, but above Of the e“‘@“ﬂn-image of classical cinema, he reveals a non-choice
two groupings, two modes of life, two sets demanding ¢ 'pi"ilual Y as the unthought, the other side or reversal of the
attitudes. One of the two sets can always be said t0 P M ; :‘C olce. As in the dialogue exchanged in Godard’s Slow
temporary girl sends the baker back to his constant B l'"llozc U choose . .. No I'm not choosing . . . You choose . . .
happy woman sends the man back to the crying woman: <= 00sing ... .*

. o5 that she is herself only an excuse or pretext. And, in
she 11‘-’51IIZ‘_5f e Predominance does not seem fixed in advance, it
La P ! 1o Doillon’s own pronouncements, the tendering of
is, acc0 l."g ‘hich should decide the heroine’s life, or her reserve

. rbld whi . 3
ah'Sh;  there is something else. Itis not that the character finds
| indecisive: It appears rather that two sets are really
put that the character, or rather the body in the
o way of choosing between the two. He is in an
d"aﬂd'blc posture. The character in Doillon is in the situation of
im being able to make out the distinct: he is not psychologically
e ive, he would be even the opposite. But the predominance
mfess to him, because he inhabits his body like a zone of
in.ﬁmemibilil}’- Who is the mother_, who i_s the whgre? Even ifn.is
decided for him, this ch;_mge.s.nothlr_:g. His l?ody will alw:ays retain
theimprint of an undecidability which was just the passing of life.
jt may be here that the cinema of the body fundamentally
contrasted with the cinema of action. The action-image presup-
aspace in which ends, obstacles, means, subordinations, the
principle and the secondary, predominances and loathings are
distributed: a whole space which can be called ‘hodological’. But
the body is initially caught in a quite different space, where
disparate sets overlap and rival each other, without being able to
organize themselves according to sensory-motor schemata. They
fit over each other, in an overlapping of perspectives which
means that there is no way to distinguish them even though they
are distinct and also incompatible. This is space before action,
ys haunted by a child, or by a clown, or by both at once. Itis a
?h?dolo.g.ical space, like a fluctuatio animi which does not point
A indecision of the spirit, but to an undecidability of the body.
obstacle does not, as in the action-image, allow itself to be
e, 'Mined in relation to goals and means which would unify the
"oﬁd‘! 'sfdlspers_t’d in ‘a plurality of ways of being present in the
Bﬂillo;::, belo“glrfg to sets, all incompatible and yet cocxislem._'“
oros‘l't‘ngth. is to have made this pre-hodological space, this
leads his ‘l':’fr]appmgs. the special object of a cinema of bodies. He
. characters there; he creates this space where regression
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2 ¢ 3 So that his work, in a fundamental sense passes
,,ellfo"c i alism which corresponds to the two aspects of the
=" » cinema of the body, which puts all the weight of the

‘Give me a brain’ would be the other figure of modern _
,i,nri’“age'e body, all the tiredness of the world and modern

This is an intellectual cinema, as distinct from

cinema. .Experimemal cinema is shared between '1 : b into th also a cinema of the brain, which reveals the
the physics of the body, everyday or ceremonial; the Heurosis: bu;le world, its colours aroused by a new space-time, its
informal ‘eidetics’ of the spirit (to use Bertetto’s form: a-cadﬂl)’ Of|[‘pli ed by artificial brains.? If Antonioni is a great
. 3 ; vty : ultn = :
experimental cinema fie"’floPS the dlSllnCll_On accordin g m_t is because he has always believed in the colours of the
processes, one concretive, the other abstractive. The abg; urist, ]]1 possibilit}’ of creating them, and of renewing all our
: A . . in the 2
the concrete, however, are not the right criteria, world, li knowledge. He 1s not an author who moans about the

which creates rather than experiments. We saw that |
already laid claim to an intellectual or cerebral cinem:
considered to be more concrete than the physics
Pudovkin, or physical formalism in Vertov. There s ni
concrete and abstract on the one side than on the othe
much feeling or intensity. passion, in a cinema of the
cinema of the body. Godard initiates a cinema
Resnais, a cinema of the brain, but one is not
more concrete than the other. Body or brain is
demands be given to it, what it gives to itself, what i
to construct its work according to two directions,
which is simultaneously abstract and concrete. The
thus not between the concrete and the absl
experimental cases and, even there, it is fairly
confused). The intellectual cinema of the brain and
cinema of the body will find the source of
elsewhere, a very variable source, whether with au
attracted by one of the two poles, or with those who o
both of them. U
Antonioni would be the perfect example of a doubl€
tion. The unity of his work has often been sol
established themes of solitude and incommunicabili
teristics of the poverty of the modern world. Nev
according to him, we walk at two very different paces, &
body, one for the brain. In a fine passage, he exp
knowledge does not hesitate to renew itself, to €0
mutations, whilst our morality and feelings remain
unadapted values of myths that no one believes any

. ibility of communicating in the world. It is just that the
is painted in splendid colours, while the bodies whu_:h
it are still insipid and colourless. The world awaits its
inhabitants, who are still lost in neurosis. !31_11 t_his 'is one more
reason to pay attention to the body, to scrutinize its tllredncs§ and
neurosis, to take tints from it. The unity of Antonioni’s work is the
confrontation of the body-character with his weariness and his
and of the brain-colour with all its future potentialities, but

the two making up one and the same world, ours, its hopes and its

r.

duAl:latlonioni‘s formula is valid for him only, itis he who inventsiit.
Bodies are not destined for wearing out, any more than the brain
isdestined for novelty. But what isimportant is the possibility of a
cinema of the brain which brings together all the powers, as much
athe cinema of the body equally brought them together as well:
there are, then, two different styles, where the difference itself is
onstantly varying, cinema of the body in Godard and cinema of
“J:‘l;ﬂ in Resnais, cinema of the body in Cassavetes and cinema
brain in Kubrick. There is as much thought in the body as

p ‘;Sh({ck and violence in the brain. There is an equal amount
.“€ling in both of them. The brain gives orders to the body
ra'i’l-:“’“ an outgrowth of it, but the body also gives orders to
Boe E’:{;’fh is just a part of it: in both cases, these will not be
ificit f“|Y attitudes nor the same cerebral gest. Hence the
Ginery, 0’; O a cinema of the brain, in relation to that of the
10 whict L= tes. If we look at Kubrick’s work, we see the degree
ieve ; n::,:,}:;\ bra]m \\ih'l(;-h islmis e:r*tl;.s.\:e"m'il Att(litudesdof bOgY

Z i : um level of violence, but they depend on the
find only poor excuses — cynical, erotic, or neurotic = I“q.i (?r, in Kubrick, the world itself is a brain)i thepre is identity
themselves. Antonioni does not criticize the m torn,dn world, as in the great circular and luminous table in
whos_e possibilities he profoundly ‘be.lieves‘: h?red Q,erlooia}::getmj_p, l'he giant computer in 2001 A Space Odyssey, thie
coexistence in the world of a modern brain and a iré&:= otel in The Shining. The black stone of 2001 presides
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over both cosmic states and cerebral stages: it is the
three bodies, earth, sun and moon, but also the seeq
brains, animal, human, machine. Kubrick is renewin
of the initiatory journey because every journey in the
exploration of the brain. The world-brain is A Clock,
or again, a spherical game of chess where the ¢
calculate his chances of promotion on the basis of
between soldiers killed and positions captured (Pgy
But if the calculation fails, if the computer breaks
because the brain is no more reasonable a system than
a rational one. The identity of world and brain, the
does not form a whole, but rather a limit, a membrane
an outside and an inside in contact, makes them
other, confronts them or makes them clash.
psychology, the past, involution, a whole psycho
which excavate the brain. The outside is the ¢
galaxies, the future, evolution, a whole supernatural
the world explode. The two forces are forces of
embrace, are ultimately exchanged and become ulti
cernible. The insane violence of Alex in Clockwork
force of the outside before passing into the service
internal order. In Space Odyssey, the robot breaks d
inside, before being lobotomized by the astronaut wh
it from the outside. And, in The Shining, how can we
comes from the inside and what comes from the
extra-sensory perceptions or hallucinatory projec
world-brain is strictly inseparable from the forces of
pierce the membrane in both directions. Unless a rec
carried out in another dimension, a regeneration
brane which would pacify the outside and the
re-create a world-brain as a whole in the harmony of
At the end of Space Odyssey, it is in consequence C
dimension that the sphere of the foetus and the spF
earth have a chance of entering into a new, incomm
unknown relation, which would convert death into 2
In France, at the same time as the new wave launché
of bodies which mobilized the whole of thought, ¥
creating a cinema of the brain which empowered bod!
how states of the world and the brain found thei *
expression in the bio-psychic stages of My American
three brains), or in the historical epochs in Life is @
three epochs). Landscapes are mental states, just a5

ographies both c_ryst_allized in each 0}:}“?3‘ gepmeflt;zed.
are @ lized (the torrent In E amaurd. n_wrt): T’ e identity of brain
jnerd 1Zd s the noosphere of Je taime je t'aime, it can be the
and w_Ofl anization of the extermination camps, but also the
giabolic (;:itual structure of the Bibliothéque Nationale.”” In
s identity already appears less in a whole than at the
jarized membrane which is constantly making relative
lﬂ"l.ofa d insides communicate or exchange, putting them in
- a":h each other, extending them, and referring them to
uctr::'r This is not a whole, but rather like two zones which
o:lnic;;te all the more, or are all the more in contact, because
cease to be symmetrical and synchronous, like the halves of
the brain in Stavisky.” In Providence, th'e bombshell is in .the state
of body of the old, alcoholic novelist, who Fattles in every
direction, but also in the state .of the Ccosmos in lhl{nder and
Jightning, and in the social state in machine-gun and rifle bursts.
This membrane which makes the outside and the m_s.u_:le present
weach other is called memory. If memory is the explicit theme of
Resnais’ work, there is no reason to look for a latent content which
would be more subtle; it is better to evaluate the transformation
that the notion of memory is made to undergo in Resnais (a
transformation as important as that carried out by Proust or
Bergson). For memory is clearly no longer the faculty of having
recollections: it is the membrane which, in the most varied ways
(continuity, but also discontinuity, envelopment, etc.), makes
of past and layers of reality correspond, the first emanating
an inside which is always already there, the second arriving
M an outside always to come, the two gnawing at the present
15 now only their encounter. These themes have been
ysed earlier; and, if the cinema of bodies referred in
;’::;’:(:lil:r to one aspect of the direct Lime-imgge — series of time
g to the before and the after, the cinema of the brain
1OPs the other aspect — the order of time according to the
ull?m:e of its own relations. _ _ )
2 Memory makes relative insides and outsides communi-
e c:nl;lrteriors and exteriors, an absolute outside and inside
8 the ont each other and be co-present. Réné Prédal has
the 0:imne’“em to which Auschwitz and Hiroshima remained
the « larevOf all R‘esngls’ work, how close the hero in Resnais is to
g g, a0 hero’ which Cayrol made the soul of the new novel,
leraif:egtal relation with the extermination camps.”* The
esnais’ cinema is Lazarean precisely because he

is thi
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returns from death, from the land of the dead; he pae
through death and is born from death, whose sens
disturbances he retains. Even if he was not p
Auschwitz, even if he was not personally in Hirosh'.
passed through a clinical death, he was born from ap
death, he returns from the dead, Auschwitz or
Guernica or the Algerian war. The hero of Je t’aimp
not simply commited suicide; he speaks of Catrine, the
loves, as a marsh, a low tide, night, mud, which me
dead are always victims of drowning. This is what a ck
Stavisky says. It should be understood that, beyond all
of memory, there is this lapping which stirs them, this d
the inside which forms an absolute, and from which h
been able to escape it is reborn. And he who escapes
been able to be reborn, moves inexorably towards a
the outside, which comes to him as the other side of tk
Je taime je t'aime will make the two deaths coincide, the
the inside from which he returns, the death from
which comes to him. L’amour a mort, which seems to us
the most ambitious films in the history of.cinema, mo:
clinical death from which the hero comes back to
definitive death into which he goes down, ‘a shallow
separating the two (it is clear that the Doctor had r
mistaken the first time, it was not an illusion, th
apparent or clinical death, brain-death). Between one:
the other, the absolute inside and the absolute outsid
contact, an inside deeper than all the sheets of past,
more distant than all the layers of external reality. B
two, in the in-between, it is as if zombies peopled the
fora moment: Resnais ‘insists on preserving the ghos
of the beings he shows, and on maintaining them in a
spectres destined to be included for a moment in ©
universe; these shivering heroes . . . like to wear
date clothes’.*” Resnais’ characters do not just ré€
Auschwitz or Hiroshima, they are philosophers, thin
of thought in another way too. For philosophers are b
have passed through a death, who are born from 1t €
towards another death, perhaps the same one. In 2
story, Pauline Harvey says that she understands not
philosophy, but is very fond of philosophers becausé 52
her a double impression: they themselves believe that &
dead, that they have passed through death; and they als0®
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, : continue to live, but in a shivering way,
‘ 3lthough£f3(:;r?§gnce.“ According to Pauline Harvey, this
d"',,:l;ti nes? \ble mistake, which amuses her. Acording to us, it1s
m:,ujdbea do;, Jlthough this is cause for amusement as well: the
u i ’someone who believes he has returned from the
;hiloso per ns)r wrongly, and who returns to the dead in full
dead, righll)’s(’rhc philosopher has returned from the dead and
cﬂf"d = _This has been the living formulation of philoso-
g since Plato:
Phr hers, we

When we say that Resnais’ characters are

are certainly not saying thalt thesn:] _ﬁharail‘ersl

philos i , or that Resnais ‘applies’ philosophica
wlk about Phllosol?l}:ty that he invents a cingnﬁa of philo;ophy, a
: ht, which is totally new in the history of cinema
%r:?t:]{yﬂ:l;:lf in the history of Philosophy, creating, with his
i ollaborators, a rare marriage between ph!losophy and
liﬂ'qdmm“: cThe great post-war philosophers and writers _demqn-
strated .thal. thought has something to do with Aushchwnzl, with
Hiroshima, but this was also _demqns_tratt?d by the great cinema
authors from Welles to Resnais — this time in the most serious way%

This is the opposite of a cult of death. Between the two s:fles o
the absolute, between the two deaths — death from the inside or
past, death from the outside or future —'the :plernal s:heets of
memory and the external layers of reality will be_m:xeq up,
extended, short-circuited and form a whole moving life, which is
at once that of the cosmos and of the brain, which sends out
flashes from one pole to the other. Hence zombies sing a song, but
itisthat of life. Resnais' Van Gogh is a masterpiece because it shows
between the apparent death from inside, the attack of
madness, and the definitive death from outside as suicide, the
of internal life and the layers of external world plunge,
etend and intersect with increasing speed up to the final black
saeen.”” But, between the two, what flashes of lightning there will
ha\re_be,:n; these were life itself. From one pole to the other a
f€ation wil| be constructed, which is true creation only because it
carried out between the two deaths, the apparent and the
dllthe more intense because it illuminates this interstice. The
multl: 10f Past come down and the layers of reality go up, In
iEl mbraces which are flashes of life: what Resnais calls

:T?apl love’, as mental function. . ’

1S has always said that what interested him was the
ing rfil Mechanism, mental functioning, the process of thought,
4there was the true element of cinema. A cinema which is

. toa cinema,
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cerebral or intellectual, but not abstract, because it jg

de the cerebral model which drove the whole synthesis,
e
extent feeling, affect, or passion are the principal

~o 1 pot hi £ : cerebral art par excellence, the internal
haill Mnohich made cinema the pa

the brain-world. The question is rather that of knq and W' e of the brain-world; “The form of montage is a
difference there is between the ‘classical’ intellectug] ,nonolo.gon of the laws of the process of ll_lought, which in tul‘*n
example, Eisenstein’s, and the modern, for exam °"a"mm.ing reality in process of unro‘lllng.‘ For [he': bram was
For Eisenstein already identified cinema with the lﬁmg:‘.cnical organization of intergration-differentiation, and

thought as this necessarily develops in the brain, as it
envelops feeling or passion. Intellectual cinema was
cerebral whole which brought together pathos and
Resnais’ pronouncements may be close to those of Ej

. ontal organization of association. Our r}?lationship with
h"n.whag followed these axes for a long time. Of course,
the bral"(who was, with Schopenhauer, one of the rare philoso-
::) propose a new conceptif)n of the b_ram) introduced a
cerebral process as object and motor of cinema.? N; Phﬂ:und element of transformation: the brain was now oT'Iy_an
something has changed,which undoubtedly has so . interval [écart], 2 void, nothing but a void, between ;: SI,;['nu ation
with scientific knowledge of the brain, but still m \ and a response. But, wha}ever the'lmportanctj: of t 'e_ 1scuvlfrly,
personal relationship with the brain. So that inte his interval [écart] remained subject to an 111't.egr.fllng ‘3 o
has changed, not because it has become more con which was embodleq init, and to fiSSDClaIlIOTIS_Wl.ll(,h t‘r_.wtel_'sednl.]
from the outset), but because there has been a simul yﬂanotherarea, it could be said that linguistics maintained the

In ; : ;
change in our conception of the brain and our relatio dassic cerebral model, both from the point of view of metaphor
the brain. The ‘classical’ conception developed along

and metonymy (similarity-contiguity) and frf)rn the point of"“view
the one hand integration and differentiation, on the. of the syntagm and paradigm (integration-differentiation). !
ation, through contiguity or similarity. The first axis Scientific knowledge of the brain has evolved, and carried out a
the concept: it constitutes movement as continually

general rearrangement. The situation is so complicated that we
itself into a whole whose change it expresses, and as ¢ should not speak of a break, but rather of new orientations which

differentiating itself in accordance with the object only produce an effect of a break with the classical image at the
which it is established. This integration-differe limit. But perhaps our own relationship with the brain changed at
defines movement as movement of the concept. The the same time, and, on its own account, mdept':nder}tly of science,
is the law of the image: similarity and contiguity del gﬁdconsummate(_l the b"eak“'“h. the old.relatlonshl_p- On lh.f“ one
way in which we pass from one image to another. The 2and, the organic process of integration ar.:d'dlfferenndtlpn
across each other, according to a principle of attractio zﬂ‘eas‘l:lngly pointed to relative levels of lmerforltﬁy and e?((;enp-
to achieve the identity of image and concept: indeed, oout-an ' lhrﬂugh them, to an absolute outside and inside, in
as whole does not become differentiated without ext act topologically: this was the discovery of a topological
itself in a sequence of associated images, and the imaj mkhl;:l\ripz:::e' which passed lhr(l)ugh relative me{dufms [mahew‘c{
associate without being internalized in a concept as e co-presence of an inside deeper than any interna

which integrates them. Hence the ideal of knowledge as Mi:z‘ﬂla(;‘d an outside more distant than fn.y gxter:'ul
ous totality, which sustains this classical representation. ¥ . inglnan']e " "_‘h? other hand, the process of assoul::tl?nhln;;rf;l:j
fundamentally open character of the whole does not com| “erywhere p}d\gamSl S [heconnnuous.n‘etwor Ol Fas e I.
this model, on the contrary, because the out-of-ﬁelt_i Yoids 1, ks lf‘l‘t were micro-fissures \:vhu.h. werg not SI]TP y
associability which extends and goes beyond the given' 5 eai}mssed' but random mehaﬂfsmf Introguang ¢ FT,;
also expresses the changing whole which integrates the Mia!iun ": moment between the sending anfi re(?-vll)]?lg :‘:' :
able sequences of images (the two aspects of the ou_l-Of‘ 'efni.fm_‘uiw‘fbd_gei this was the .dISCO\'ClI‘}’ Of: a proba ,1__‘!25 'IC o

have seen how Eisenstein, like a cinematographic 4 rO113,]1(9rv.=:br;,11 space, ‘an un(ertallr? sy{ste;;nc.d ﬁl |§
sented the grand synthesis of this conception: the 0P an 5 Ugh these two aspects that the brain can be define

ntreg

with its commensurabilities and attractions. Eisenstelf & system.* It is obviously not through the influence
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of science that our relationship with the brain changeq il works by totalization, but by application of the inside
er

was the opposite, our rela_tionship with the brain havin& 01078 | " ¢ the two sides of a membrane (the bomb of the
first, obscurely guiding science. Pyschology has a good It utside; outside, in the belly and in the house). It no

about a lived relationship with the brain, of a lived bog ?,:sid'-’ and of the b linkage of images, but through continual
less to say about a lived brain. Our lived relationship, jon p works t:;[i::ggb (the fiendish appearances of the red
brain becomes increasingly fragile, less and less ‘Ey inked Pa‘:i:. is the constructivist novel as ‘cerebral game’.™

goes through little cerebral deaths. The brain be domin®)- L 10 us close to Bely because he makes cinema the
problem or our illness, our passion, rather than our Resnais - » excellence: hence the organic-cosmic bomb of
solution or decision. We are not copying Artaud, but A m-cbl'ﬂl gamijptahe fragmentations through transformation of
and said something about the brain that concerns all of

dence 20 . t'aime. The hero is sent back to a minute of his
dan : 150 . 1, Paime je Laime.
antennae turned towards the invisible’, that it has a cap: sheets in Je taime]
‘resume a resurrection from death’.

T ally relinked in variable sequences,
but this 15. perpelud Y P ° ‘ -

We no longer believe in a whole as interiority of m“gh succeeding drafts. Oragain te gh?}!‘tllx c?ly, ‘fs wmll:'i ‘:‘i
an open one'gwe believe in a force from the oufside w ' ne as IKIL AN LECIOUE. WL IeS HEE
itself out, grabs us and attracts the inside. We no long

§ log
prain, BoulOg Abilict; hi t an return
al and probabilistic. In this respect, we ¢
poth topologica
an association of images — even crossing voids; we
breaks which take on an absolute value and sub

the great difference between classical cinema and modern
Snema The so-called classical cinema works above all througlh
T ; i is linkage. On the
association. This is not abstracting, these two aspects linkage of.lmages. and s:bordmatel: clt: tii:\?lctit il twg seties ‘of
new ‘intellectual’ cinema and exam[;lescanbefound" aical analogy, f1e CUts ¥ e ;
in Téchiné, and Benoit Jacquot. Both are able t
sensory-motor collapse on which modern cinemaiis ¢

images are rational, in the sense that they constitute either the

finalimage of the first series, or the first image of the second. This

istinoui . is the case of the ‘dissolve’ in its various forms. But even when

read. But they distinguish themselves from the cinem there is a pure optical cut, and likewise when there is false

because for them (as for Resnais) it is the brain wh continuity, the optical cut and the false continuity function as
orders attitudes. The brain cuts or puts to flight
associations, it summons an outside beyond any exte
In Téchiné, associated images slide and flee on

simple lacunae, that is, as voids which are still motor, which the

linked images must cross. In short, rational cuts always determine

commensurable relations between series of images, and thereby

following currents up which the character must go constitute the whole rhythmic system and harmony of classical
towards an outside which calls them, but which he cinema, at the same time as they integrate associated images in an
not be able to meet up with (the boat in Barocco, and always open totality. Time here is, therefore, essentially the object
des Ameiriques).™ In Jacquot, by contrast, it is a an indirect representation, according to the commensurable
literalness of the image (flattened, redundancies fmd elations and rational cuts which organize the sequence or linkage
which will shatter associations, to replace them wnh.a_l'l- . Movement-images. This grandiose conception finds its apogee
interpretation whose only limit is an absolute outside " the theory and practice of Eisenstein.” Now, modern cinema
musicien, Les enfants du placard).” In both cases, this "1 communicate with the old, and the distinction between the
inspired by neo-psychoanalytical themes: give me a8 9 €an be very relative. However, it will be defined ideally by a
an act that is lacking and I will reconstruct the bramn. & Teversa) where the image is unlinked and the cut begins to have an
cerebral images are defined by a topological structie . ARC€ in itself. The cut, or interstice, between two series of
outside and the inside, and a fortuitous character at €42 uig\:s 10 longer forms part of either of the two series: it is the
the linkages or mediations. alent of ",y irrational cut, which determines the non-
The great corresponding novel is Andrei Bely's Pete? un_'ensUrab]e relations between images. It is thus no longer a
masterpiece evolves in a noosphere, where a corridor 15 img, M4 that the associated images would be assumed to cross; the
out inside the brain, in order to communicate with a €03 $are certainly not abandoned to chance, but there are only
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Cﬂ‘ ‘H‘a’
relinkages subject to the cut, instead of cuts subject to
As in Je t'aime je t'aime, there is return to the same ;
caught up in a new series. Ultimately, there are ngo
rational cuts, but only irrational ones. There is thug

¢ camera-less cinema of McLaren, which implies a new
with sound, whether in Begone Dull Care or Workshop
in Animated Sound, or Blinkity Blank. But although these
"1 oady had an important role, a third epoch : ‘
;1_530ci;1_ti0n thr(})lugh.metalphur or metonymy, but relin . ';iabllr:s: Z;r white scrg;)n stands for the outsl.:;g(; 0;]:[13;83:':
iteral image; p associatedl e A : ; any
only relintages of indepenent msges. I B e The Fither, when proceading by
after the o?her, thf:re is one image plus another, and :ff:cts relinkages (George Landow'’s The Film that Rises to the
deframed in relation to the framing of the following. Clarified Butter). The film does not record the filmic
saw this detail in .thF case of Godard’s intersticial me Sff“gso{; this way without projecting a cerebral process. A
Bresson.in Reonainand n Jaoquorand Tec A Bdering bt e long way in this direction, and, after
system of rhythm, and a serial or atonal cinema 5.1 iy ;’18 d th s d?( i ITCC[IOH,AI:I. Srar
S , . ma new con the geometric epoch an the ‘engraving’ epocl'_l, proclaimed a
: ge. The cut may now be ?xtcnded and app cinema of expansion without camera, and also without screen or
ng(lln. as Ll_]e black s:l:]reen, the white screen and thcir._ film stock. Everything can be used as a screen, the body of a
;air:ﬂec?er:t I;::;u::s;orence tllle gf;'e.it bl-ue n"m.:ge of ni nist or cven. th_e bod.les of the spectators; everything can
( puscules flutter at various spee the film stock, in a virtual film which now only goes on in
various arrangements, which keeps reappearing ir the head, behind the pupils, with sound sources taken as required
ﬁ;mour a mr:;t In the first place, fth(? cmemat" mthe auditorium. A disturbed brain-death or a new brain
omes a direct presentation of time, accordin; ich would be at once the screen, the film stock and the camera,
commensurable relations and irrational cuts. In the sex each time membrane of the outside and the inside?"
this time-image puts thought into contact with an unth In short, the three cerebral components are the point-cut,
unsummonable, the inexplicable, the undecidable relinkage and the black or white screen. If the cut no longer forms
mensurable. The outside or the obverse of the part of either of the two series of images which it determines,
repiac:zll the whole, at the same time as the interstice mrl‘&onl:y ;elinkages on either side. And, if it grows larger, if
replaced association. y ! all the images, then it becomes the screen, as contact
Even abstract or ‘eidetic’ cinema shows a similar lependent of distari::e, co-presence or application of black and
According to a rough periodization, the first epoch »of negative and positive, of place and obverse, of full and
geometrical figures, taken at the intersection of EP‘Y. of past and future, of brain and cosmos, of the inside and
vertical axis which concerns the integration and different Outside. It is these three aspects, topological, of probabilistic
their intelligible elements and a horizontal axis whi¢ TTational. which constitute the new image of thought. Each is
their linkages and transformations in a movement-n Y Inferred from the others, and forms with the others a
powerful organic life therefore sustains the figure, fi tion: the noosphere.
to the other, and sometimes gives it a linear ‘tension
Kandinsky (Eggeling’s Diagonal Symphony), sometimes
expansion closer to Paul Klee (Richter’s Rhytmus 23). In &
period, line and point are freed from the figure, at the $&
as life is freed from the axes of organic representation:
passed into a non-organic life, which sometimes traces .
ous arabesque directly on to the film from which 1t}
images by point-cuts, and sometimes generates the
making the point flicker on and off on the void of 2 ¢

3
anais and the S, iti
R makers i traubs are probably the greatest political
Tough o ¢ West, in modern cinema. But, oddly, this is not
they knoy 1. | €sence of the people. On the contrary, it is because
OWtoshow how the people are what is missing, what is
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not there. Thus Resnais, in La guerre est finie, in relation 1
that will not be seen: do the people in the old centra] gqe.
stand with the young terrorists or the tired militang 5,
German people in the Straubs’ Unreconciled: has there eype

German people, in a country which has bungled its revel
and was constituted under Bismarck and Hitler, to be
again? This is the first big difference between clus
modern cinema. For in classical cinema, the people
even though they are oppressed, tricked, subject,
blind or unconscious. Soviet cinema is an example: the
already there in Eisenstein, who shows them
qualitative leap in The General Line (Old and New), or
the Terrible, makes them the advanced edge held in ¢
tsar; and, in Pudovkin, it is on each occasion the prog
certain awareness which means that the people 4
virtual existence in process of being actualized; and in
Dovzhenko, in two different ways, there is a unanimity
the different peoples into the same melting-pot from
future emerges. But unanimity is also the political ¢
American cinema before and during the war: this ti
the twists and turns of class struggle and the conf
ideologies, but the economic crises, the fight a
prejudice, profiteers and demagogues, which ma
ness of a people, at the lowest point of their misfort
at the peak of their hope (the unanimism of King Vi
or Ford, for the problem runs through the Western
through the social drama, both testifying to the ¢
people, in hardships as well as in ways of
rediscovering itself)." In American and in Soviet €
people are already there, real before being actual, id
being abstract. Hence the idea that the cinema, as
masses, could be the supreme revolutionary or de
which makes the masses a true subject. But a great m
were to compromise this belief: the rise of Hitler, Wi
cinema as its object not the masses become subject but th
subjected; Stalinism, which replaced the unanimism

with the tyrannical unity of a party; the break-up of the
people, who could no longer believe themselves to be
melting-pot of peoples past or the seed of a people to €0
the neo-Western that first demonstrated this break-up):
if there were a modern political cinema, it would be on ¥
the people no longer exist, or not yet . . . the peaple are mis3®

O

zlllhorrsand lhe Sy

Eg,alulcl}’ cle
Ploiled
collect

jcitly.
:;Ehons‘, oug
often in€
painting, vl gt A%
afinal force’, the people who were still missing. This was all the
more true fo
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truth also applied to the West, but very few
d it, because it was hidden by the mechanisms of
stems of majority. On the other hand, it was
ar in the third world, where oppressed ;.md ex-
s remained in a state of perpetual minorities, in a
y crisis. Third world and minorities gave rise to
1d be in a position, in relation to their nation and

doubt this
disf_(_)\r’crt'

NO

pations
ve identit
ors who wou

auth nal situation in that nation, to say: the people are what
‘l“'r.P?rso Kafka and Klee had been the first to state this

. gThe first said that minor literatures, ‘in the §ma_ll
ht to supplement a ‘national consciousness which is
rt and always in process of disintegration’, and fulfil
ive tasks in the absence of a peoplc':; the second 'sald that
to bring together all the parts of its ‘great work’, needed

r cinema as mass-art. Sometimes the third world

-maker finds himself before an illiterate public, swamped by
American, Egyptian or Indian serials, and karate films, and he
has to go through all this, it is this material that he has to wo::k on,
w0 extract from it the elements of a people who are still missing

(Lino Brocka). Sometimes the minority film-maker finds himself
in the impasse described by Kafka: the impossibility of not
‘writing’, the impossibility of writing in the dominant language,

the impossibility of writing differently (Pierre Perrrault encoun-
ters this situation in Un pays sans bon sens, the impossiblln)f of not
speaking, the impossibility of speaking other than in English, the
impossibility of speaking English, the impossibility of settling in
France in order to speak French . ..),and itis through this state
of crisis that he has to pass, it is this that has to be resolved. This
knowledgement of a people who are missing is not a renunci-
4on of political cinema, but on the contrary the new basis on
Wwhich iy is founded, in the third world and for minorities. Art,
specially cinematographic art, must take part in this task:
20t that of addressing a people, which is presupposed already
'€, but of contributing to the invention of a people. The
"C\fe:;:; the master, or the colonizer, proclaims ‘Thgre have
inven .1 P€OPle here’, the missing people are a becoming, they
e lhf‘ﬂ)se]ves. in shanty towns and camps, or in ghettos, in
u‘,‘ltcr’“d“_'(lns of struggle to which a neccessarily political art
Ontribyte,
Pol; 'e;f '$ a second big difference between classical and modern
“inema, which concerns the relationship between the
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political and the private. Kafka suggested that ‘Major’ Jix,
always maintained a border between the political and
however mobile, whilst, in minor literature, the Private
immediately political and ‘entailed a verdict of life or ¢
it is true that, in the large nations, the family, the
individual himself go about their own business, even

:th Antonio das Mortes, capable only of grasping the
Ws 3_5‘“:1 of two violences and the continuation of one by the
itio
uxtapos
{::,er- hen, is left? The greatest ‘agitprop’ cinema that has ever
: he agitprop is no longer a result of a becoming

made: )

been but consists of putting everthing into a trance, the people

business necessarily expresses social contradictions : o;si;sters. and the camera itself, pushing everything into a
lems, or directly suffers their effects. The private eler llsfaberratiun, inorder to communicate vlolences_a_s well as to
thus become the place of a becoming conscious, in so £ l:: rivate business pass into the political, and polm_cal affairs
back to root causes, or reveals the ‘object’ that it exp nto the private (Earth Entranced). Hence the very specific aspect

sense, classical cinema constantly maintained thijs
which marked the correlation of the political and the
which allowed, through the intermediary of an
passage from one social force to another, from
position to another: Pudovkin’s Mother discovers the
object in fighting, and takes it over; in Ford’s The Grg
it is the mother who sees clearly up to a certain point,
relieved by the son when conditions change. This is
case in modern political cinema, where no boundary
provide a minimum distance or evolution: the pi
merges with the social — or political — immediate. In G
the family clans form a network of alliances, a fabric o
ships so close-knit that one character must marry the
dead brother, and another go far away to look for his
across a desert of snow, to have her punished in the p
and, in The Flock as in Yol, the most prog
condemned to death in advance. It could be said
matter of archaic pastoral families. But, in fact, whatis:
is that there is no longer a ‘general line’, that is, of eve
the Old to the New, or of revolution which produces a
one to the other. There is rather, as in South American ¢
Jjuxtaposition or compenetration of the old and the
‘'makes up an absurdity’, which assumes ‘the form of abe
What replaces the correlation of the political and the p
coexistence, to the point of absurdity, of very differe
stages. It is in this way that, in Glauber Rocha’s work, the
- the people, prophetism and banditism, ate the archaic ot
capitalist violence, as if the people were turning and
against themselves the violence that they suffer from $
else out of a need for idolization (Black God and W
Gaining awareness is disallowed either because it takes
the air, as with the intellectual, or because it is compre?

y the critique of my[l_'l in Roc‘ha: it 1;: not a matter of
analysing myth in order ['o dlf,gover its al:c aic mfe.;lm?lg_ or
urc'bmofconnectmg.archdl?myth to the state of the drives
an absolutely contemporary society, hx‘mger, thirst , sexuality,
r, death, worship. In Asifi. in Brockaf s w(_)rk, we can also find
the immediacy of the raw drive and social \no.lcnce underneat_h
the myth, for the former is no more ‘natural ‘lhan. thf: latter is
‘cltural’.”® A lived actual which at the same time indicates the
impossibility of living can be extracted f:_'om myth in other ways,
but continues to constitute the new object of political cinema:
putting into a trance, putting into a crisis. In Pierre ?erraull, itisa
matter of a state of crisis and not of trance. It is a matter of
stubborn quests rather than of violent drives. However, the
aberrant quest for French ancestors (Le régne du jour, Un pays sans
bon sens, C'était un Québécois en Bretagne) testifies in its own way,
the myth of origins, to the absence of boundary between
the private and the political, but also to the impossibility of living
i these conditions, for the colonized person who comes up
48ainst an impasse in every direction.* It is as if modern political
‘inema were no longer constituted on the basis of a possibility of
_;:lblutlt.n? and revolution, like the classical cinema, but on
Possibilities, in the style of Kafka: the intolerable. Western
IS cannot save themselves from this impasse, unless‘ t!ley
Wili(;r a cardboard people and paper revolutionaries: it is a
he lakesn Wh{ch m‘akes Comolli atrue Po!lllrcal film-maker \_Nhen
as his object a double impossibility, that of forming a
"ap?nzng_ that of not forming a group, ‘the iml;).oszr.ib'ili.t};_1 oj
\ti:h it (L’ﬂ::bmrp[:;gr)o"gp and the impossibility of being satisfie
C)."
“o{l::::;npe“l’lf are l_‘nissing, if there is no longer conscipus_ness,
h&"mes i‘"‘ revolution, it is the scheme of reversal which itself
Mpossible. There will no longer be conquest of power

,ssumed b

in
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by a proletariat, or by a united or unified people The ke . , DOG)

world film-makers could believe in this for a- . C e ments' . : .
Guevarism, Chahine’s Nasserism, black American C?n k- mo‘;e is also the _‘1“'35“[0';1 fromot};: 3‘;‘05'(1“1 t}]e question O}f the
powerism. But this was the perspective from which ¢ ! ! e question O _l e peop b » inlss;}ng‘, invent them-
were still taking part in the classical conception, so sl ho have a chance to f":;m_l :l“_lsc VCSAY asking the I the
ceptible and difficult to site clearly. The death-kn‘ellf - n that it a:‘ikfd them: Alexan ]‘:"1.‘1- I- le"'“_"d"'a‘_ M_‘i“}’
conscious was precisely the consciousness that ;hor . qworld ﬁlmsm_voke MEmOrY»1mp 'c,]tly e et t-h?'r ml?’
people, but always several peoples, an infinity of mraull's Pour la suite du monde, Chahine's Memory, Khleifi’s Fertile

5 A ; .« is not a psychological memory as faculty for
remained to be united, or : [ This 15 NO° .
ted, or should not be unitediiiy ollections, or even a collective memory as that of

i S . ing rec
problem to change. It is in this way that third world mmoning . : : Bl 2
cinema of minorities, because the people exist o at'lﬂ‘is‘i"gpeoplefhls' as“'re 4 seen,lthestrange fdf-hulgyw}"th
condition of minority, which is why they are mi int into immediate contact [hlf outside i‘:“d the inside, the
. .. = ! & . z 51T ’ 1 e 1 at ']'l 3 -

minorities that private business is immediately politi le's busin€ss ;nc_l ,p; e Ess: o dpeob[:lebewho i
ledging the failure of fusions or unifications w R L o e A i s o
re-create a tyrannical unity, and did not turn back Kafka spoke of this power taken on by memory In e

ple, modern political ::inema has “The memory of a small nation is no shorter than that of a large
peo ‘ a has been ¢ : :oti stertal &bs ’
fragmentation this break-up. This is its third difl one, hence it works on the existing material at a deeper level” It
the 1970s blacic Arsaciss cipn.ema makesaill L gains in depth and distance what it lacks in extent. Itis no lon'ger
returns m’this side of a consciousness, and, in ::::im ological nor collective, because each' person ‘in a little
negative image of the black with a ‘Si[i\"(,f o:e m gountry’ inherits only the poition due to him, and has no goal
and ‘characters’, and each time cre:;:s or re{réates dher Fhan. this pottion, cken -lf he neither recognizes Rl
part of the imd'ge which no longer corresaonil maintains it. Communication of the world and the I in a

‘ orresponds andva 2o .
actions, but to shattered states otg emotionsl:::'d i fra_gmemed world dpd s fragmented I which are CO]’!S(:}I’][IY
5 purt;images S sl e "’k’“m being exchanged. It is as if the whole memory of the world is set
‘ : the specificity of black ¢i ’
defined by a new form, ‘the Sll:::.lc le {hat must i cech Oppremcd pes PO -‘md sl gtihe s
mediari el (Chasles Buarnett. R %E: Gal comes into play in an organic crisis. The arteries of the people to
el rne ; E‘ Tt har ner, which I belong, or the people of my arteries . . .
€).” In another style,this 1s the comp But is this I not the I of the third world intellectual, whose

each film-maker is a movement in himself). ‘But

?fCha}-ﬁn?jiF ARLGETAL . Akmm.fﬁa." re\reals-df portrait Rocha and Chahine among others have often sketched,
intertwined lines, primed from the beginning, one 08 & and who has to break with the condition of the colonized, but can
being the prmc_lpal one (the story of the l'JO}’.), the others. do 5o only by going over to the colonizer’s side, even if only
:X? e lumllfthe}% cut across the principe €lically, through artistic influences? Kafka pointed to
eaves no place for the principal line, and pursues dnother path, a n. ; : . i

threads which end in the author’s heart attack, €€ becay a narrow path between the two dangers: precisely

ause ‘grear ¢ ’ jor individualities : are 1
internal trial and verdict, in a kind of Why Me?, but Stior lilfgrau:rézl?}l? a?,:hi,lipiesrf;:' lir:]d:'l:(l)l:lﬂlii;gi ‘::;e !:)r(;:u::g
aneﬁes of the inside are in immediate contact with the . Widual ulterarllces which would be like invented S[O!l?if.‘S' but
o'ut51de. In Cha!line's work, the question ‘why’ takes oft . Pmd “@use the people are missing, the authorisina situati(,)n of
. cinematographic value, just as much as the ques the Ucing utterances which are alréady collective, which are like
Godz!rd. ‘Why?’ is the question of the inside, the qUEST ds of the people to come, and whose pol‘ilical impact is
for, 'f. the .P'%"’P‘f are missing, if they are breakin 1ate and inescapable. The‘aulhor can be marginalized or
minorities, it is I who am first of all a people, the P You IiI:e. rom his more or less illiterate community as much as
atoms as Carmelo Bene said, the people of my arteri€s £ € this condition puts him all the more in a position to

said (for his part, Gerima says that, if there is a plu S potentia] forces and, in his very solitude, to be a true
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collective agent, a collective leaven, a catalyst, s the trance which makes the speech-act possible,

; : : : ing; it : :
suggests for literature is even more valid for cinema, i bgco"“'“gflé ideology of the colonizer, the myths of the colonized
it brings collective conditions together through itself. 4 lhraugh(;iscoul‘se of the intellectual. The author puts the parties
in fact the last characteristic of a modern political ¢ and the der to contribute to the invention of his people

in or
cinema author finds himself before a people which "lc ::emcan constitute the whole [ensemble]. The parties are
a L]

point of view of culture, is doubly colonized: colonized by »© ot exactly real in Rocha, but reconstructed (and in Sem-

that have come from elsewhere, but also by their gy again 1~ econstituted in a story which goes back to the
: 48 g ey are I . :

become impersonal entities at the service of the colg bene century). It is Perrault, at the other end of America,

: ; eenth T e
author must not, then, make himself into the ethng tddresscs real characters, his ‘intercessors’, in order to pre-
people, nor himself invent a fiction which would be *

any fiction, but also to carry out the critique of myth. Operat-
private story: for every personal fiction, like every j -ng by putting into crisis, Perrault will isolate the story-telling
myth, is on the side of the ‘masters’. It is in this way ing

.act, sometimes as the generator of action (the reinvention
Rocha destroying myths from the inside, and Perra ise-fishing in Pour la suite du monde), sometimes takin
! ying my of porpoise g g
ing every fiction that an author could create. There

SVer hor : = 24 itself as objg?c[ (the search fo.r ancestors in Le régne du jtmr), some-
Posmb:lny of the author prov:(.img himself with ‘inte simes bringing about a creative simulation (the elk-huntin La béte
is, of taking real and not f:ul:uonal‘ characters, but jumineuse), but always in such a way that story-telling is itself
very chafracte:-rs in the n;on‘dltlon of ‘making up fiction’, memory, gnd memory is invention of a people. _Every_thmg per-
legends’, of ‘story-telling’. The author takes a step haps culminates in Le pays de la terre sans arbres, which brmgsall .th.e
characters, bu_l the characlqrs u_ike a step towards tl ways together, or, by contrast, in Un pays sans bon sens, whlch'rmm-
double becoming. Story-telling is not an impersonal mizes them (for, here, the real character has the most solitude,
neither is it a personal fiction: it is a word in act, and does not even belong to Quebec, but to a tiny French minority
through which the c'l'lara_cter .cominual.ly crosses the in an English country, and leaps from Winnipeg to Paris the
which would separate his private business from better to invent his belonging to Quebec, and to produce a col-
wh[i)ch itself lf)nr:;»dm(ells cliikcit;e utterances. dot il :;Ur;'i l:ll‘teran;ehfor it).‘"ﬂI Not the m)i;g of a pasl.]t people, but the

aney observed that African cinema (but this a story-telling of the people to come. The speech-act must create
whole third world) is not, as the West would like, a ci ::ll:ils a foreign language in a dominant language, precisely in
_danc_es, but a cinema whu:h_ talks, a cinema of the sp the Tto express an lmPOSSlblllly' of h:vmg under (_]ommallon. Itis
in this way that it avoids fiction and ethnology. In Ceddo, i€ real character who leaves his private condition, at the same
Sembene extracts the story-telling which is the basis ::’;ea the author his abstract condition, to form, between the

h, which its freedom and circulation, » Detween several, th ances of bec, ;
the value of collective utterance, thus contrasting B0 Armerice, sbous Britanny. and. Pari (free ndirect 0
myths of the Islamic colonist.”” Was this not already R % 1%€). In Jean Rouch, in Africa, the trance of the Maitres fous is
of op.era.ting‘ on the myths of Bra'zil? His inteli:lal (l:::ch i acters ;jc(;l:n: ‘double becoming, through which the real char-
firsl isolate a lived present benea;h the myth, whi . "lfbecgm : another by smry-t‘ellmg, but thcle author, too, him-
intolerable, the unbelievable, the impossibility of i l"'ﬂaybe €s another, by providing himself with real characters.
‘this’ society (Black God and White Devil) (Earth Entranced); ide
had to seize from the unliving a speech-act which €0 -

vent

) Objected that Jean Rouch can only with difficulty be con-
athird world author, but no one has done so much to put

forced into silence, an act of story-telling which would p n%g;i‘ 1 flight, to flee himself, to break with a cinema of eth-
return to myth but a production .olf !:ollecti\:rc ulte_raﬂf)e’a': Ameﬁca:ds ;:‘IY Moi un Noir, at a time \:vhcn blacks play roles in
of raising misery to a strange positivity, the invention Of €& Vera) heaq ‘s or those of hip Parisians. The speech-act has
(Antonio das Mortes, The Lion Has Seven Heads, Severed Hea®% 0 come e $» and, little by little, plants the elements of a people

trance, the putting into trances, are a transition, a pa><s the free indirect discourse of Africa about itself, about
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situation, its places and functions, the attitudes and
actions and reactions of the individuals, in short the g
contents. And, no doubt, it grips speech-acts so tigh
make us see the lamentations of the poor or the cry of :
It shows the condition of a speech-act, its immeq
quences and even its phonation. But what it reaches jp ¢
the nature of a society, the social physics of actions and
even the physics of speech. Eisenstein said that, in
poor and the rich were so by nature. But Eiseng
preserves the identity of society or of history with na
important reservation that identity is now dialecti
through the transformation of the natural being of m
the human being of nature: non-indifferent nature
have seen, a different conception of montage).® In s}
silent cinema in general, the visual image is, as it w
ized, as far as it presents us with the natural being:
history or society, whilst the other element, the other
is as distinct from history as from nature, passes into
that is necessarily ‘written’, that is read, and put into
style." Hence, silent cinema must intertwine the seen
the read image to the highest possible degree,
forming real blocs with the intertitle, in the style of
Eisenstein, or by making particularly important
elements pass into the visual (as in the written
messages in Tabu, or, in Keaton’s Qur Hospitality,
father who sees the framed motto ‘Love thy neighbo
over his daughter’s head ...), or at any rate, by
graphic research on the written text (for example, the
of the word ‘Brothers’ whose letters grow larger
Potemkin).

What happens with the talking cinema? The spee:
longer connected with the second function of the
longer read but heard. It becomes direct, and
distinctive features of ‘discourse’ which were altered in
or written film (the distinctive feature of discourse, 3
Benveniste, is the I-You relation between persons)-
noticed that cinema does not become audio-visual as 2
this. In contrast to the intertitle, which was an image ¢
the visual image, the talkie, the sound film are heard, but®
dimension of the visual image, a new component. It is €ven
reason that they are image.” This is a situation which 15 €€ {4
different from that in theatre. It is likely, from this point &

e o
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. the visual image: in so far as it is hea'\rd, it Ws
ulki‘ m"{dlﬁ?ssomething that did not freely appear in the silent
sl in 1t "‘%lf (he visual image is de-naturali_zed. In effect, i't takes
flm- risas™ ¢ might even be called human interactions, which are
an arc? tht;)mh previous structures and consequent actions or
f|-01(1)1f course, interactions are closely bound up with
s. actions and reactions. But the latter are conditions or
ces of the speech-act, whilst the former are the
ct, and only show themselves in it, through it, as
- ocities of perspective in the I-You relationship, the
i s corresponding to communication. A sociology of
inmfere::g:ion is constituted on this basis: interactions caught at
ui:; where they do not derive fl_'om _pre-existing spcial
ures and are not the same as psy(:'hlc actions a{ld reactions,
put are the correlate of s'peech‘acts or silence, stripping the.som.al
of its naturalness, forming systems whlc}'x are far from I:teln_g in
gilibrium or invent their own eq_u:hbr_lum (soual.lzanon-
desocialization) — interactions are established in the margins or at
the crossroads, constituting a whole mise-m-sc%rw or _dramattllrgy
ofdaily life (uneasinesses, fieceptions_and COHH]C'LS in {n}c.rficuon),
opening up a field of special perception, of spt.:mﬁc visibility, and
provoking a ‘hypertrophy of the eye'.® Interactions make themselves
s in speech-acts. Interactions do not simply concern the
partners in a speech-act precisely because they are not explained
through individuals, any more than they derive from a structure:
rather it is the speech-act which, through its continuous circu-
_hﬁ‘m- propagation and autonomous evolution, will create the
iteraction between individuals or groups who are far away,
dispersed, indifferent to each other. As in a song which crosses
e spaces and people (one of the first examples of this was
amoulian’s Love Me Tonight). If it is true that the talking cinema
% an Interactionist sociology in action, or rather the other way
+1f it is true that interactionism is a talking cinema, it will
:“n_el 4810 surprise that rumour has been a cint_amatographic.all'y
€8ed object: Ford’s The Whole Town’s Talking, Mankiewicz's
Will Talk, and already Lang’s M. ’
r:)f'l Bul‘t_‘h summarizes it, one of th‘e first sequences inM
; ike this: ‘A man reads out a police poster, in front of
Un:e:ir?wd has gathered, in a logd voice; the same text is
of ¢ n ihf{ form, first, of a radio announcement, then in
Wwhi . € reading in a loud voice of a newspaper in the café
'Ves as frame . . . and where excited customers end up

ion
ﬂ“c(ures,
gonseq“e“ -
rrelate of the a
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. interaction of parties which are themselv:es indepen-
Problematlft ' ction of ‘circumstances’ (sociology of situations, of
g ). Or take another theme like that of degradation:

n‘cg;};F Last Laugh the degradation of the head porter is
in Mur ?ussthr(’Ugh a ceremonial and a plgonatory (even though
s e in the manager’s office; it can include visual rhymes,
slent) scef;‘ revolving-doors at the beginning, the dream of the
nnld fhe doors to the lavatories where the man ends up; the

a

coming to blows, the victim accusing his assailang o
stainer of reputation. This phrase, by which
interrupted, goes hand in hand with “What a Slandeye,
out by a man whose apartment the police are going
the basis of an anonymous letter; finally, when this

suspected, suggests that the killer could be anybody i
this response introduces the fourth episode in the
somebody gets manhandled by the crowd as a resyly

misunderstanding.” Of course there is a situation, g . splendour consists of a physics of social degradation, “"}ferf"
reactions; but another, irreducible dimension is mix; -sdip\ridual goes down thrm:lgh the pl'aces an(‘l furfctlorils in a
It will be noticed, in the example of Lang as in many ’"mure in the big hotel, which has a ‘natural’ or LO“SF“‘}‘]‘“’F
the written (the poster, the newspaper) is there to be re _In Sternberg’s The Biue Angel, in contrast, the teacher's

the voice, taken up by determinate speech-acts which
scene go hand in hand with the next. To the extent th;
is one and the same indeterminate speech-act (
circulates and spreads, making visible the live ir
between independent characters and separate p
more autonomous the speech-act becomes as it
determinate characters, the more the field of visuz
that it opens up is presented as problematic, posi
problematic point at the limit of tangled lines of inte
the killer ‘leaning with his back against the wall’ wi
barely see (or the doubles in Ford’s film and the for
Mankiewicz). Structure and situation continue t
interactions, as they did actions and reactions,
regulative and no longer constitute conditions.
remains structured by such conditions, but stays prob
course of action.™
We can see from all this the extent to which talking cinei
nothing in common with the theatre and that the two
be confused at the level of bad films. The que:
innovations did talking cinema bring to the silent film?,
its ambiguity and may be dealt with briefly. Takeat
of police-gangster collaboration: in Eisenstein’s
collaboration which puts the barrel workers at the s€

_doodle-doo is a sound drama, a speech-act, which is this
: -amiued only by a single individual but none the less takes on
umeflonomy' and makes visible the interaction of two indepen-
::;uplaces, the school which the teacher leaves for the cabaret‘in
2 first cock-a-doodle-doo, shy and becoming intoxicated with
himself, then the cabaret which the teacher leaves to return to die
in the school, after another cock-a-doodle-doo which marks the
dimax of the degradation and abjectness that he has suffqred.
There is something here that the silent film could not achieve,
even and especially with alternate montage.” If Sternberg’s film is
a great work of talking cinema, it is because the two separate
places, the school and the club, respectively pass through the
ordeal of silence and sound, and enter all the more into
interaction because the cock-a-doodle-doo goes from the first to
'!le second, then from the second to the first, in two different
mlfin consequence of interactions internal to the teacher

Thesilent cinema carried out a division of the visible image and
the readable speech. But when speech makes itself heard, itis as if
mak‘?-" something new visible, and the visible image, de-
Hiralized, begins to become readable in turn, as something
Orvisual. The latter, from this point, acquires problematic

ilen; | 2 CeTtain equivocal quality which it did not have in the

management is caught in a play of actions and rea M cinemy, What the speech-act makes visible, interaction, may
: i e T lie i be badly deciphered d, seen: hence a whole rise in the
matches the natural dependence of the gangste 2N deg. phered, read, :

€ption, which takes place in the visual image. Jean
hnguael ,df,f"‘ed Mankiewicz by ‘the cinematographic power of
th:ci And certainly no author has made such use of the
the » Which nevertheless owes nothing to the theatre. For

“h-actin Mankiewicz makes visible interactions, but ones

from the structure of a capitalist society; in M the €
passes through a speech-act which becomes indepen¢s
two parties concerned, because a phrase begun by thel
sioner will be continued, extended, or transformed by £ :
of the gang, in two different places, and will make ¥
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i & ween separated people, or within one and the same
Wﬂajoﬂ’b;lis the model of conversation. What might be called
whic «wmall talk’,'”” in a very general sense, is never

s
p:iﬂbility' (:11; society: it is a matter of the interactions which
. l “l'|

which remain at the time im perceptible to many pg
badly seen, and which allow themselves to be decipha. |
privileged characters gifted with hypertrophy of the
these interactions (forkings) which come from s

to speech: second speech or voice-off, which can onlyy ;dentic with speech-acts, and not _actions and reac.tions which
afterwards what initially escaped the view, because d"padc h them according to a prior structure. 'ljhls essence of
strong, too incredible, or too awful.'" It is forking whj, th'i“ia conversation, as distinct from society, is what Proust
the visual correlate of a double speech-act in Mankiews, ulred but also the sociologist Simmel. It is strange to note
voice-off, once as voice in action. jscOveTs" | atre and even the novel were to grasp conversa-

rless the : ! ;
Wfoweir_seif. except in authors contemporary with cinema

or even directly influenced by it (Wilson in the

(Prous ames), : /
k i’)r Dos Passos and Nathalie Sarraute in the novel)." In

» .

the talking cinema was in absolutely no dqnger of l:einlg
confused with filmed theatre or novel, except atits lowlest e-ve_i
What cinema invented was the sound conversation whlc_h, unti
then, had escaped the theatre and novel alike, and the .\usual or
readable interactions which cor‘responded to conversation. !’er-
the lowest level was always in danger of drawing cinema into
a dead-end: filmed dialogue. So that ?t would take neo:reallsm
and especially the new wave to rediscover conversation and
interaction: this was a great reactivation, in a positive, parodic, or
eritical mode, in Truffaut, Godard and Chabrol. But conversa-
tionand interaction were none the less, from the beginning of the
talkie, cinema’s triumph, as it made them a special genre, the
properly cinematographic ‘comedy’, the American cor_ne(?y par
@xellence (but also the French comedy, with more ambiguity, in
and Guitry).
nversation \zill produce the interactions which tighten or
9%€n the bonds between individuals, which oblige them to be
Minners or losers, to modify or even reverse their perspective
wpﬂ_ldemiy of its contents or objects."” For example, is the old
Y BOIng to finance the enterprise, is the young g}fi going to
whic d‘hf:' man? It is the stimulation of the play of mteracuc-fls
ecides economic or amorous contents, not the other way
- The cinematographic talkie, whose potential is realized
€ outset by the American comedy, is defined by the way

It was inevitable that the talkie took what ap
most superficial social forms as its privileged object
with the other, other sex, other class, other region,
other civilization. The less of a pre-existing social strueg
is, the better is revealed, not a silent natural life, but py
sociability necessarily passing through conversation. £
sation is undoubtedly inseparable from structures,
functions, from interests and motives, from actions z
which are external to it. But it also possesses
artificially subordinating all these determinations,
them a stake, or rather of making them the vari
interaction which corresponds to it. Interests, fee!
longer determine conversation, they themselves dep
division of stimulation in conversation, the latter
relations of force and structurations which are pai
This is why there is always something mad, s
conversation taken for itself (with bar con
conversations, money conversations, or small talk as
Psychiatrists have studied the conversation of sck
with its mannerisms, its interactional bringing closer &
atadistance, but all conversation is schizophrenic, consel
a model of schizophrenia, not the other way round.
rightly says: ‘Seeing conversation as the whole of what¢
said, what polycephalic, and almost half-mad, sub
imagined to utter it>"'"* It would be wrong to consic
tion in terms of partners who are already joined or lin
this case, the specificity of conversation lies in its réd ~ thy

othe
A

nd

i i : -acts fi in i i d delicate
the stakes, and its initiation of interactions between Bion; icts fill space, in increasingly numerous an ‘
dispersed and independent people who pass through ingip, i which on each occasion constitute the ‘right form’,
by chance: so that conversation is a contracted talkg glogether talking speed and the space shown. Everybody

! redy "€, or the speech of one person fills the space so well that
tery, "-['S_Ihe other to vain attempts, stammerings, efforts to
Pt-The ordinary madness in the American family, and the

rumour an expanded conversation, both of Whld‘
autonomy of communication or circulation. This Ut ol

. . - H AC LI
conversation which provides the model of interat=
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nents f’f the 1mage o2
constant intrusion of the stranger or the abnormal Th P films, like To Have and Have Not or The Big
disequilibrium in systems which are themselves far fra. certain Hawks Tims,
brium — will produce the classics of comedy (Capra’s 4 in €T t, as component of the visual image, makes

Old Lace). An actress like Katharine Hepburn revealg
in the sociability stakes through the speed of her req
that she disorients her partner and ties him jn
indifference to contents, the variety or reversal of
through which she passes. Cukor, McCarey and
conversation, the craziness of conversation, the essence
can comedy, and Hawks was able to give it an unp
speed. Lubitsch conquers a whole area of subcon:
what as Nathalie Sarraute defines it). Capra achieves 4
element of comedy, precisely because he shows an
with the public within discourse itself. In R '
McCarey already contrasted English reserve and cong
free American discourse founded on Lincoln’s de
it is understandable that discourse as cinematogra
could make Capra go from comedy to the series *
so far as the very form of sociability, despite its rel:
and the cruelty essential to its stakes, appears in
defined as ‘artificial world’ where individuals have 2
objective aspects of their situation and the perso
their activity in order to produce a pure intera
themselves. American comedy mobilizes nations (
of America with England, France, the USSR . . .), bu
(the man from Texas), classes and also those outside
drifter, the tramp, the adventurer, all characters d
actionist sociology), so as to make visible interactions,
in interaction, reversals in interaction. And, if ©
contents are blurred in favour of forms of sociab
survive, in the accents and intonations of country
subjects of speech-acts, or as variables of the speech
its intersubjective whole. Perhaps in a different ci
genre, in certain adventure films, subjects themselves:
In this case the rapid voices become atonal z-md
horizontal, looking for the shortest route, voices
already blank in the same sense as blank weapons, r€p
which could just as well be uttered by someone else,
where conversation reveals its madness all the more =
now merges with the autonomous whole of what COTZ
said’, and where interaction is revealed in a purer f° 2
has become oddly neutral: as in the Bogart-Lauren Ba&=

]
Tﬁel?eardi:i}:ﬁ:ti}:l ‘:hat image. It is perhaps in this sense that
som! e : thesis is to be understood: the abandonment of
comolll S hl}’dp?lnd the taking on of a certain flatness of the image,
&P‘ho{ﬁe h;id as one of their principal causes the talkie, which
e a fourth dimension of the visual image, sup-
mns'jl“‘,ed the third."” But, as such, the speech-act is not
F“m.ml:.]n% making visible; it sometimes itself sees (Michfrl Chion
o ted the special case of these ‘seeing voices’, which have
wmai]:{sthe voice’, like that of Larllg‘s: The Testament {)fDr Mabuse,
or that of the computer in Iliu:n(;:k s 2001, to w:;lcht ]f:u]:ga:
iewicz's voices).'" And, more generally, .
.:{;I:: lif::lf in a sense seen. It is not ju§t its source u{hlch
(or may not) be seen. In being heard, itis itself seen, as itself
tracing a path in the visual image. Ltll)s true tl*;lat s:c:e:;einhe:::z:
ady show the space covered by an unheard s -a
ﬂdma;r;lenfem it: the l;ass.ing on of a slogan [mot d’a.rdre] in
Eisenstein, the seductress’s whistle which makes the man jump in
Murnau'’s Sunrise, the call of the look-out which goes th‘rough
progressive close-ups in Murnau’s Tabu, the siren a_nd noises of
machines, through beams of light in Lang’s Metropolis. These are
great moments of silent film. But it was the space covered which
the silent speech-act to be reconstituted in this way.
Whilst it is now the heard voice which spreads in visual space, or
fils it, trying to reach its addressee across obstacles and
fiversions, It hollows out space. Bogart's voice at the mlcm[_)hone
Slike a guided missile which strives to reach the woman in the
m“i";ﬂ:lo must get the urgent warning (The Enfo;cer by Walslcll
Indust), the mother’s song has to go up the stairs an
iﬂpri;gcl.l ei:'el rooms before iu?.g refrain !f:n;‘aYlly r?‘lChi; t:;:
;ned child (Hitchcock’s The Man Who Knew Too Much).
m" S The Invisible Man was a masterpiece of the talking cinema
says :E SPeech became all the more visible in it. What Philippon
Cinem, Ut Alaouie’s Beyrouth la rencontre applies to all talking
"mr,,.‘fg’"hy 0_{ the name, in its funda_mental difference from
Nipg Peech is truly seen forcing a difficult pat_h thljo‘ugh the
ler'ia'l' LThe author] has filmed speech as spmethmg visible, asa
: i M movement,""" The reversal which tends to be pro-
st € Lalkie, in relation to the silent cinema, thus appears:
*aseen image and a read speech, the speech-act becomes
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visible at the same time as it makes itself heard, by
image becomes legible as such, as visual image ip
speech-act is inserted as a component. i

2 i
o8

We are sometimes reminded that there is not just one soun
but at least three groups, words, noises, music. Perhar
greater number of sound components should be d
noises (which isolate an object and are isolated from
sounds (which indicate relationships and are th
mutual relation), phonations (which cut into
which can be shouts, but also genuine ‘jargons’, as in
burlesque of Chaplin or Jerry Lewis), words, music, It
these different elements can enter into a rivalry, fighte
supplement each other, overlap, transform each

the object of thorough research from the outset of talk
by René Clair; it was one of the most important aspt
work, where intrinsic relations of sounds are s
deformed, but also where elementary noises be .
(the ping-pong ball, the car in Mr Hulot’s Holiday), a
conversely, characters enter into conversation
(the pfff conversation in Playtime).** All this wo
following a fundamental thesis of Fano, that the
single sound continuum, whose elements are separ:
terms of an ultimate referent or signified, but not of
The voice is not separable from noises, from the soun
occasion make it inaudible: this is indeed the second
difference between cinematographic and theatrical Sf
Fano cites the example of Mizoguchi's A Story from
‘where Japanese phenomena, sound effects and p
percussion weave a continuum whose mesh is so fine
impossible to find its weft’. All of Mizoguchi's sound WO
this direction. With Godard, not only can music hide t
at the beginning of Week-end, but First Name Carmen
movements, speech-acts, sounds of doors, sounds of the
Métro, cries of seagulls, pluckings of strings, T
slidings of bows and machine-gun bursts, the ‘attack’ of ]
the ‘attack’ in the bank, the correspondences betW -
elements, and especially their displacements, their cuts: &

i

way

ap, Cross
l‘iﬂl' O?Crl P

ir source

If the

,‘ "he [hird d

the

n
" the power of one and the same sound continuum.
o form oking the signifier and the signified, we might say
than 'cfl“"omponems are separate only in the abstraction of
‘hcsouna:ing. But, in so far as they are a specific dimension,

€ . . %
ir pure :mnsion of the visual image (which does not mean that

die with a referent or a signified), then they all form

ingle component, a continuum. And so far as they
and cut into each other, they trace a path full
cles in visual space, and they do not _make themselves
- hout also being seen, for themselves, !ndependemly of
™ s. at the same time as they make the image readable, a
i ical score.
llkci:::‘tjiimum (or the sound compc!nem) dpes not have
e elements, it is none the less t_:llfferent:atf:-d at ez_ich
t into two diverging directions which express its relation

10 the visual image. This double relation passes thrc_:ugh the
out-of-field, even though the latter is fully part of the cinemato-

ic visual image. It is true that it is not sound that invents the

out-of-field, but it is sound which dwells in it, and which fills the
visual not-seen with a specific presence. From the outset, the
problem of sound was: how could sound and s_pgech be used so
that they were not simply an unnecessary addition to'what was
seen? This problem was not a denial that sound and talking were a
tmponent of the visual image; on the contrary: it was because it
Wasa specific component that sound did not have to be unneces-
Sary in relation to what was seen in the visual. The famous Soviet
manifesto already proposed that sound referred to a source
Outof-field, and would therefore be a visual counterpoint, and
20tthe double of a seen point: the noise of boots is all the more

ing when they are not seen.” We may recall René Clair’s
Successes in this area, like Under the Roofs of Paris, where the
N8 man and the young girl pursue their conversation, lying in
dark, 4l the lights out. Bresson maintains this principle of

gy undancy, non-coincidence, very firmly: ‘When a sound

Pressan image, suppress the image or neutralize it."* This
ifference from theatre. In short, sound in all its
e UMes 10 fill the out-of-field of the visual image, and
"Self all the more in this sense as component of that
Uthe leve] of the voice, it is what is called voice-off, whose
S not seen.

M€ 1 we considered the two aspects of the out-of-field,
€side and the elsewhere, the relative and the absolute.

‘a
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ents of

e -

’ econstitutes the continuum. Take, for example, The

nllY;. Dr Mabuse according to Michel Chion’s exemplary

TM;C terrible voice seems to be always to the side, in
is:

Sometimes the out-of-field is linked to a visual spaca &
which naturally extends the space seen in the image:
the sound-off prefigures what it comes from, somethjy

soon be seen, or which could be seen in a subsequeng analy’ ith the first aspect of the out-of-field, but, as soon as
instance, the noise of a lorry that is not yet visible, or ¢ .aﬂl'dance “;e to the side, it is already elsewhere, omnipotent, in
a conversation only one of whose participants is visj ther® pe m?,qith the second aspect, until it is localized, identified
relation is that of a given set with a larger set which .gcofd‘fncc e seen (voice-in). None of these aspects, however,
encompasses it, but which is of the same nature, Sg, in the 'ma[f.educes the others, and each survives in the others:
contrast, the out-of-field shows a power of a diff negates of] last word. This is also true of music: in Antonioni’s
exceeding any space or set: it is connected in this there ls:}‘xe music that first surrounds the lovers in the park is
Whole which is expressed in sets, to the change which W 1 red to come from a pianist whom we do not see, but who is

in movement, to the duration which is expressed in g
living concept which is expressed in the image, to the
is expressed in matter. In this second case, the sound

side; the sound-off thus changes its status, passes from one
out-of-field to the other, then goes back in the opposite direction,
I : 3 when it continues to make itself heard far from the park,
consists rather of music, and qf very particular spee following the lovers in the street.”® But, because the out-of-field
are reflexive and not now interactive ones (the belongs to the visual image, the circuit passes equally through the
evokes, comments, knows, endowed with an omnipot wunds-in situated in the seen image (hence all the instances
strong power over the sequerice of images). These where the music’s source is seen, as in the dances beloved of the
of the out-of-field, the actualizable relation with @ French school). This is a network of sound communication and
virtual relation with the whole, are inversely prop permutation, bearing noises, sounds, reflexive or interactive
both of them are alike strictly inseparable from the speech-acts and music, which enter the visual image, from outside
and already appear in the silent film (for instance, and from inside, and make it all the more ‘legible’. The prime
Passion of Joan of Arc). When cinema acquires sound, example of such a cinematographic network is Mankiewicz, and
fills the out-of-field, it therefore does so in conseq especially People Will Talk where all the speech-acts intercommu-
two aspects, of their complementarity and inverse ficate but also both the visual image to which these speech-acts
lity, even if it is destined to produce new effects. P: tefer, and the music which harmonizes and goes beyond them,
and then Michel Chion have called the unity of Grrying away the image itself. Hence, we are moving towards a
question, by showing how it was necessarily divided acc : which does not now concern only the intercommuni-
the two relations.* In effect it seems as if the soun - of sound elements on the basis of the visual image, but the
was constantly differentiated in two directions, o ommunication of the latter: in all its forms of belonging,
carries noises and interactive speech-acts, the © o *°mething that goes beyond it, without being able to do
speech-acts and music. Godard once said that two s U, without ever being able to do without it. The circuit is
are needed because we have two hands, and cinema felatiq Y that of sound elements, including musical elements, in
and tactile art. And it is true that sound has a speci iself ..+ -0 the visual image, but the relation of the visual image

touch, hitting on things, on bodies, as at the beginnit : w],er:::‘h the musical element par excellence which slips every-

Name Carmen. But even for a person with no arms, ove, ’ OtL, noises, sounds, speeches.

continuum would continue to be differentiated n ig::'?m N space expresses a whole which changes, rather as
N = = . . abl 1] . 2

with the two relations of the visual image, its actualiz: & on of birds expresses a seasonal variation. Everywhere

with other possible images, realized or not, and its VIFt&<= i -TIO"E
with a totality of images which is unrealizable. Mole ),

The differentiation of the aspects in the sound COf this ey
not a separation, but a communication, a circWasts

% Ment is established between things and persons, a
ich"‘ change is established in time, that is, in an open
er. . "¢ludes them and into which they plunge. We saw

" "1€ movement-image is necessarily the expression of
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e
a whole; it forms in this sense an indirect re { A1 an . . . )
This is the very reason that the moverr;:::?in : ;bc_"'z,u‘g;, since the snler;]t' vn;ual :m;:jgf: ::jlre_adylexhprles?edo.:
out-of-fields: the one relative, according to which gnit) | o\ can we ensure t ‘i;l ”0:1“. - v[:suta =z 38 'Z:m
concerning the set of an image is pursued or can be gy vh"'er'ne‘ or, if it is the same, COES nf)ngwefr;se bt reh UI: il
larger set of the same nature; the other absolute, the 4 :ons? For Eisenstein, itisa matter o Omll:jnga:;' o(wered
which movement, whatever the set which it is taken . x ressions w}msgl}:()mf;‘\(l);‘_]“:e;f“rf’ l\:'ou et 15;: cotind
refers to a changing whole which it expresses. Acco, ways commem_aurabl ity). 1'15 hel ac ";—‘Vf"}enm;’mcnsur_
first dimension, the visual image links up with othe @ ed rather n e)_cprestsmg the whole in two inc

According to the other dimension the linked im non-corf‘fsp‘”"d‘f'g ways — bl § heniin Tritiia
ized in the whole, and the whole is externalized in Il'i-'i in fact in this direction [' 3;1[ ‘fhPm E‘_‘-'m Ot C_“"“"l’_‘l“ {::lian
itself changing at the same time as the images move a Nietzschean solution, rather than Eisenstein’s Heg

Of course, the movement-image does not only

According to Nietzsche, or at least according to the still
movements (space), but also intensive movements " enhaurian Nietzsche of The Bzrfh of Tragc:djlh tl(lit; Vliua'l
affective movements (the soul). Time as open an . comes from A_pollm who causeshlt lto_m{;_m‘w: ji;cor |cr11.!';l(: a
totality none the less goes beyond all the movemer measure, am_i makes it represent the whole :ln' lrt'actB Yy, m}tlf ldhe {,
personal changes of the soul or affective me mugh(helmerme(_haryoflync Pqetryofr rama. ;tt e_w'oe.
though it cannot do without them. It is thus caught is also capable of a q:rect presentation, of an lmr.mffl ISEe 1m._1'ge.
representation, because it cannot do without me mmmensurgble with t_he ﬁrSt: and this time musical, }l:nysmn.
which express it, and yet goes beyond all rela closer to an inexhaustible W:ll_[Vo‘uimr sqrzs [oufi] tl alr_1k toha
forcing us to think an absolute of the movement movement.”* In tragedy, the musical immediate image is like the
infinity of the movement of light, a backgroundl

wre of fire which is surrounded by apollonian visual images, and
the movement of souls: the sublime. From th annot do without their procession. In the case of cinema, which
to the living concept, and vice versa... Now

r:’rst of all a visual art, it will be music which will be thought 13
: ; ) the immediate image to mediate images which represente
applu::lgl to s;lt}:]m c]mema. lffwe ask]now wh:t B whole indirectly. B?n ihé saseusial p(g)int has not changed,
SOmEINISE, I0E CEmeIn O & T namely the difference in nature between indirect representation
certainly included a music, improvile i and direct presentation. According to musicians like Pierre
chimes foupd itself subject 102 i O!Jhgatlﬂl"l by Jansen, or, 1o a lesser degree, Philippe Arthuys, cinema music
the visual image, or to serve descriptive, illustrative ai must be abstract and autonomous, a true ‘foreign body’ in the
ends, acting as a form of intertitle. When cinema d ¥5ual image, rather like a speck afdust s the eye, and must
and talking, music is in a sense emancipated, and ca ; pe ’

But what does this flight and this emancipation

sugge Pacfl‘)’ ‘something that is in the film without being shown or
. : e Sted in i’ T i ainly a relation, but it is not an
Eisenstein gave a first response, in his analyses of There is certainly a relation,

al correspondence nor even an internal one which would lead

d sound which go beyond themselves in a higher

i lexander : i and the us S O ; %
mhus:c ]for Af ‘:‘i’“ky [h?. lmage]cment off _ borcktoammuam)n;it is a reaction between the musical foreign
themselves to form a whole, revealing an e e in Y and the completely different visual images, or rather an
visual and the sound, which would be movem I®ractiq

N independent of any common structure. Internal

vibration. There would be a certain way of = :
Y Ndence is no more valid than external, and a barcarole

: oy,
But th find, T°

i i i ic. )

i correspond!ng_[o the‘hearmg 0{: th_e oS the mb L] !{us; 48 good a correlate in the movement of light and water

does not conceal its intention of assimilating B i ' embrace of a Venetian couple. Hans Eisler demonstrated

‘audio-visual montage’, to silent montage of which ond 'hu.a?n‘ifizing Eisenstein: there is FI')IO movement common to the
- - - [] L B - .

% special.ouses 1 Mty pres the idea of PR ¥y "‘imu;" '0 sound, and music does not act as movement, but as

replaces external or illustrative correspondence a

0 movem i i its double’ (that is, as
correspondence; it believes that the whole shoul ent without being its (
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: . . . are both opposed to the principle of
will).* For movement-images, visual images j ugh that they are ! : :
2 In .. ot €N° act, 2 music,
et s QI 1 e o g e
¥ silence, form ¢ 7 .
EHiange # popetyy of tie ol dots o regularly q ding Si1¢ . Which does not prevent this continuum from

any relative movement of persons or things, not ¢
affective movement internal to a character or ag
expressed directly in music, but as contrast or even in ¢
disparity with the movement of the visual images, p
an instructive example: the failure of a proleta
stration should not be accompanied by mela
violent music, but constitutes only the drama in in
the music, with the change of the whole as risi : : :
proletariat. Eisler gives magny examples of this ‘pathetic ndirectly express 1t- Now:this ?econd ':"Oi::?::;ni?zzl?:nsmnigi
between music and images: an incisive fast music for : out the other, and Prescaves T MUk ema remains a’ fma-
depressing image, the tenderness or serenity of a g At the pfesenlf _!uncllure}.l_c}llnlhe sound continuum is
spirit of place in relation to violent events which are B risual art in re;ation to w l}:  Shreaims but
hymn to solidarity for images of oppression . . . In differentiated in two directions, lw; ,ﬁ:?“?gf; o et
cinema adds a direct, but musical and only musical, no isalso re-formed and reconstitute i IE;S g pOI : o
presentation to the indirect répresentation of time ment by which, already m thhel » Em n-ll]’ Ve :.mag‘?i 53
whole. This is the living concept, which goes beyol mrn?hzed in a‘changlng' _\.\re:; €, but atl t e' samewllrtllllc dund
image, without being able to do without it. changing whole is externalized in visual images. 2 h§0 '

It will be noticed that direct presentation, as Nie Ee:h and music, the circuit of the movement-image achieves a

ere

. : . ; i t dimensions or components; however,
not identical to what it presents, to the changing wh B figure, different dir : d & whol
. . ; it maintains the communication between the image and a whole
may therefore have a very discontinuous, or ra

Moreover, other sound elements may assume a fun Ihichhasbe{:ome increasingly richand cqmplex. It isi.n this sense
ogous to that of music: hence the voice-off in ﬂlﬂtlh.e talkie perfects the silent ﬁlrﬂ. Silent or talkie, we have
dimension as omnipotent and omniscient voice (W seen, cinema constitutes an immense m'ternal monologue’ which
dulation of the voice in The Magnificent Ambersons). constantly mte_mahz;s a‘nd externalizes itself: nota lapgl‘.l:flge', but

ice-in: i e e ; ¥ 4visual material which is the utterable of language (its ‘signified
voice-in: if Greta Garbo’s voice stood out in the B 1 ist Gustave Guillaume would say), and which
because, at a certain point in each of her films, it was guist Gustave Guillau ¥)

: X In one case to indirect utterances (intertitles), in the other
only of expressing the internal, personal change of €ase 1o direc s 3 ; .
affgctive nl“::ovcmegm. but of bringl?ng together tg:form direct enunciations (acts of speech and of music).
past, the present and the future, crude intonations,
cooings, cold decisions in the present, reminders fror
bursts of imagination (from her first talking film, Anné

: qal image.: vy ) : .
wthe ;‘;tinually differentiated in accordance with the two

peifB © ¢ ihe out-of-field which also belong to the visual image,
ﬂ‘as . e and the other absolute. Itis in so fe_u* as it presents or
I,,1¢relzlll""f’ Jute that music interacts as a foreign body. But the
he changing whole, does not merge with its direct

his is why it continually reconstitutes the sound

tion: t : : : :
pﬂfﬂ::lm off and in, and relates it to the visual images which
’

the abs©
Jute, Or L

Delphine Seyrig perhaps achieves a similar effect it ¢ Weh, 3
Muriel, gathering together in her voice the changing W have already reli ‘ ', : ok
one war to the other, from one Boulogne to the € Bpects of y relied on ‘modern’ authors in relation to some

Modery, 0;]” ‘1_i§t'ussion. But it was still not in this_ th‘at they were
OCalleq % € ‘Mfﬁ_rence between a so-called t:lassm cinema and a
tfilm 'odern cinema does not coincide with that between the
llkip, ' 40d the talkie. The modern implies a new use of the
*30und anq the musical. It is as if, to a first approximation,

general rule, music itself becomes ‘in™**" as soon as IS
seen in the visual image, but without losing its PO%®
permutations are better explained if an apparent cont
between the two conceptions that we have discul e
‘sound continuum’, and of Jansen’s ‘foreign body’, 15¢
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comp™™
v (or schema, the speech-act is no longer inserted in the
_mo' ctions and reactions, and does not reveal a web of
WS‘.OEI: any more. It turns in on itself; it is no longer a
wdlol or something which is part of the visual image; it
#P‘"da"a completely separate sound image; it takes on a
= hic autonomy and cinema becomes truly audio-

2 s this which produces the unity of all the new forms of
visual- “ﬂ when it moves into this regime of the free-indirect:
ﬂ’_’ed'-ath;ough which the talkie finally becomes autonomous.

x;l is no longer a question of action-reaction, nor of
jﬂl“’ ion, nor even of reflection. The speech-act has changed its
Ifw:: goto ‘direct’ cinema, we fully di.scowfrer this new status
which gives speech the value of a free indirect one: this is

elling. The speech-act becomes act of story-telling, in Rouch
orin Perrault, what Perrault c‘alls ‘the flagrant ofl:e.nce o.f mak!ng
legends’ [légender], and which t?kps on the poht‘lcal dimension
of the constitution of a people (it is through this alone that a
cinema presented as direct or lived may be defined). And, in a
cnema of composition as in Bresson or Rohmer, a similar result
would be achieved at other levels and with other means. Accord-
ing to Rohmer, it is the analysis of morals in a society in crisis
which allows speech to be revealed as ‘realizing fabrication’,
treative of the event.”” With Bresson, conversely, it is the event
speech must get back to from the inside in order to draw
it the spiritual part of which we are the eternal contem-
porary: that which produces memory or legend, Peguy’s ‘inter-
- Free indirect, the speech-act becomes political act of story-
8 moral act of tale, supra-historical act of legend.* On
;?‘Oﬂ,'Rohmer_, like Robbe-Grillet, simply begins with an act of
igt"WhICh the cinema, in contrast to the theatre, is capable of;
5 clear in both authors that the normal concept of the lie is
srikingly behing,

3 reak in the sensory-motor link does not only affect the
,,hithu::“rll:l_rmng in on itself and hollowing itself out, and in
aff 3 Olce now refers only to itself and to other voices. It also
"ha‘ﬂerse Visual image, which now reveals the any-space-
Modery, o “Mpty or disconnected spaces characteristic of
Mage 1o be:(ma. It is as if, speech having withdrawn from the
:';u B (’)lf“e foundmg act, the image, for its part, raised the

er Speec ISP}K-‘E. the ‘strata’, those silent powers of before or
.m‘ﬂmfogfcaf )e["_ft’ or after man. The visual image becomes
» Stratigraphic, tectonic. Not that we are taken back to

the speech-act tended to extricate itself from its depanag.
relation to the visual image, and assumed a valye & de
autonomy which was nevertheless non-theatrical, ;
set the speech-act in an indirect style, because it mage
an intertitle; the essence of the talkie, in contrast, wag
speech-act achieve the direct style, and to make it in
visual image, while still being part of this ims
included. But it is here that with modern cinema
very special use of the voice, which might be ¢
indirect style, and which goes beyond the Opposition
and the indirect. It is not a mixture of indirect and dj
original irreducible dimension, in various forms™
encountered it several times in the previous chapt
the level of a cinema wrongly called direct, or at t
cinema of composition which it would be wrong to
To limit ourselves to this second case, free indirect s
presented as a passage from the indirect to the direct, or
way round, although this is not a mixture. Thus
often said, when explaining his practice, that the ‘Co
were muses-en-scéne of texts first written in an indi
changing to the condition of dialogues: the voi
literated, even the narrator enters into a direct
another (for instance the woman writer in Claire’s
such conditions that the direct style keeps the marks
origin and does not allow itself to be fixed with the
Outside of the series of ‘Contes’ and that of the ‘F
two great films, The Marquise of O and Pe
successfully give cinema the power of the free
appears in Kleist’s writings, or in the medieval romai
the characters can speak of themselves in the third p
crying’, sings Blanchefleur).” It is as if Rohmer
opposite path to Bresson, who had already used Dos
and the medieval romance once. For, in Bresson, it 1S
discourse which is treated as direct, it was the opposité
direct, the dialogue, which was treated as if it were
someone else: hence the famous Bressonian voice, the Vo8
‘model’ in opposition to the voice of the theatre actors ¥
character speaks as if he were listening to his own WOT€= "2
by someone else, hence achieving a literalness of the vO!
it off from any direct resonance, and making it pPro€==
indirect speech.* "
If it is true that modern cinema implies the collaps=

tograp
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”ﬂmLs Of
. . ¥ com
prehistory (there is an archaeology of the pre 2 The ; .
deserted layers of our time which bury our ovl:r'n sehn;n). ' ;thout characters (or in which the characters themsclves
Phantg pic®: W void) has a fullness in which there is nothing missing.

lacunary layers which we juxtaposed accordi .
: ' : ng o , the . o .
orientations and connections. These are the desegs il nected, unlinked fragments of space are the object of a

cities. These are the deserts of Pasolini, which make inkage OVer the gap}:l_ll']lle absenie Ofl mau‘:h ‘15 O.nlf); t.he
the abstract poetic element, the ‘essence’ co-present a lmklzlg-ugnw 1tchecan l:geglp a;c'e'l m ‘mtmt’ n:;e
history, the archaean base which reveals an intermj mber of ways: I_" th 5 5‘:: b Ogl\}:d“’l (l;r s ';? gra
beneath our own. Or the deserts of Antonioni, which g': image 15 read at t' _::is’:ll!;l;f ::v‘;li?;s ;;saseeznc.eao: mubr; 1&1;:::;
retain only abstract routes, and conceal the multiple frg well when he; SdL feanipel 8 e £ fal

a primordial couple. These are Bresson’s fragmentz er ‘naturally’, w '?:‘ ts]f ylreta;esag ailsg_::t'em_;;_uttillés:h(:)m aasz
link up or relink fragments of space each of which is continuity OT 4 CONUNMIEY-AnE: 4 ‘d’ d; ; . = -
own account. In Rohmer, it is the female body w selves turning, b(:r ?;rmn% FORRLE, and _grasp_ltfg' £ncm
fragmentations, undoubtedly as fetishes, but also as jres a considera ‘e;h‘orlt oh oA gn erlagmd:;?m’ :n
vase or an iridescent piece of pottery that has come o s, o reading . Lhis & Dic case iniotrauy: See0icing oo
the ‘Contes’ are an archaeological collection of our ti

_ Moses et Aaron, are, as it were, the figures which come to be
sea or, above all, space in Perceval are affected by a cu

inscribed on the two sides of the white or empty image, the right
imposes itself with almost abstract trajectories. Pe sde and the reverse of a single piece, ‘something that is unified
royaume vous attend, shows the slow tractors which from and then is separated in S“Ch. iy that 113 IWOSspects pre made
away the prefabi'icated houses to return the landscape yisible simultaneously’; and in the ambigious landscapes th‘em-
ness: men had been brought here: today they are wi selves, there is produced a whole ‘coalescence’ of the per?elved
pays de la terre sans arbres :E a master iec}é‘ whzm zeog with the remembered, the imagined, the known.* Not in the
arzhaeolo  Tirnocas ane Savsy seg overth ' sense that it used to be said: to perceive is to know, is to imagine, is
vanished E‘nloose wfich hag becopr(r:e at;stract Resnaiith 1o recall, but in the sense that reading is a function of the eye, a
image into ages of the world and variable orders of I ron Of. percep-non, % peysepyon which dog's HoL grasp
cross characters themselves, and bring together in L B without also grasping lts reverse, muagmation,
for instance, the botanist and the archaeologist re . o lsnowledge. In short, what we call reading of the
dead. But Ehey are again essentially the empeyiill ¥isual image is the stratigraphic condition, the reversal of the
stratigraphic landscapes of Straub, where the camerarn :l:ge fthe Corresp?ndlng e of percepiion which conslaml'y
e e e simts) trace the sl i & verts the empty into full, right side into its reverse. Toread is
2 e happenedy’and Wh);IF'}C the carth stands 10 Telink instead of link; it is to turn, and turn round, instead of to
in it: the cave in Othon where the resistance fighters

l'}:'ln the right side: a new Analytic of the image. No doubt,
: ¢ beginni i isual im:

weapons, the marble quarries and the Italian coun bﬂ:ome ginning of the talkie, the visual image began to
civil populations were massacred in Fortini Cani, the

S "I‘T‘adable as such. But this was because the talkie, as a part
ethi . 5 -
Della Nube alla Resistenza fertilized by the blood of the ng, or dependent, made something seen in this image,
victims (or the shot of the grass and acacias),

“':;5 Itself seen. Eisenstein created the notion of read image, in
: : e ' O 1o the music: again this was because music
countryside and the Egyptian countryside in Trop tot ' sical, but here again t
To the question: what is a Straubian shot?, one can re

things visible by imposing an irreversible orientation on the
manual of stratigraphy, that it is a section (:()l’!l}:bl‘i-"'iﬂg'j‘fe

At F : f
Itis lht no ’(mger the same now, in this second stage of the talkie.

. Opp()‘\;it bec: P ak
intillées li s ete | angd e because the heard speech ceases to make seen
[pointillées) lines .of vanished featur:es am'i the C(_)mgl b, ¢ be seen; it is because it becomes independent of the visual
thokse that are still touched. The visual image, 1f S5 ““ag_n © that the visual image attains to thle new readability of
rOCk: AN on its ow : i
‘ ' ‘di , rds. AR n account, and becomes an archaeological or
Empty’ and ‘disconnected’ are not the best WO! T Stra“gr&phic S e i read: ‘Rock is not
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O ents

touched in words’, it is said in Della Nube . . . And inF, i dno need of the talkie; and when he came to the talkie,
» e . 5 . .

Jean-Claude Bonnet analyses the ‘great centry) sathe but again as a forerunner, it was to treat it directly in a

‘telluric, geological, geophysical’ sequence without we, late: .1 a ‘dissociation’ of the two powers which strength-

the landscape is given to be read as place of jne
struggles, empty theatre of operations’."’ A new se
able’ appears for the visual image, at the same
speech-act becomes for itself an autonomous sound
It has often been observed that modern cinema s j
closer to silent cinema than to the first-stage talkie:
because it sometimes reintroduces intertitle but alsg
uses, through the other approach of the silent film, in
scriptual elements into the visual image (notebooks, Ie
repeatedly in Straub, lapidary or petrified inscription
morative plaques, monuments to the dead, street-nas
Nevertheless there is no basis for bringing together
silent cinema rather than the first stage of the talkie.
cinema, we found ourselves faced with two kinds of
seen and the other read (intertitle), or before two elem
image (scriptual injections). Whilst, now, it is the vis
its entirety that must be read, intertitles and inje
only the stipplings [pointillées) of a stratigraphic
variable connections from one layer to another,
from one to the other (hence, for instance, th
transformations of the scriptual in Godard).* .
modern cinema, the readability of the visual image;
reading the image, no longer relates to a specific elen
silent, nor to an overall effect of the speech-act in the
as in the first stage of the talkie. It is because the sp
gone elsewhere and assumed its autonomy that the
for its part reveals an archaeology or a stratigrap
reading which concerns it in its entirety, and concerns}
The aesthetic of the visual image therefore takes:
character: its pictorial or sculptural qualities ¢
geological, tectonic power as in Cézanne’s mOlm
what is developed to its highest point in Straub.™
image reveals its geological strata or foundations, whilst
speech and also of music becomes for its part fou'lldc"
The huge paradox of Ozu is perhaps explicable in th
Ozu was, already in silent film, the one who invent
disconnected spaces, and even still lifes, which rev:
of the visual image and submitted it as such to a 5% 2
reading; in this way he anticipated modern cinema 0 =5

‘cnﬂd sw;;ilem‘ in a ‘division of labour between presentational
ens ch srepresen[alional voice’.* In modern cinema, the visual
image@™" .o a new aesthetic: it becomes legible for itself,
i .adl.u' ower which did not generally exist in the silent
ﬂ“mmgw;us[ the speech-act has gone elsewhere, assu.ming a
' hich did not exist in the first stage of the talkie. The
P"wer; speech-act creates the event, but always placed crosswise
tectonic visual layers: there are two trajectories crossing each
r. It creates the event, but in a space empty of events. What
defines modern cinema is a ‘to-ing and fro-ing between speech
ol image’, which has to invent thelr new relat:onsh}p (not on_j]y
Ozuand Straub, but Rohmer, Resnais and Robbe-Grllle.t JHc)
In the simplest case, this new arrangement o_f th_e v15u.al and
wlking occurs in the same, but consequently audio-visual, image.
Awhole pedagogy is required here, because we have to ‘re:dd the
visual as well as hear the speech-act in a new way. This is why
Serge Daney refers to a ‘Godardian pedagogy’, a ‘Straubian
. And the first manifestation of great pedagogy, in the
simplest and already decisive instance, would be the last works of
Rossellini. It is as if Rossellini was able to reinvent a primary,
absolutely fundamental, school, with its lesson in things and its
kl.lm in words, its grammar of discourse and its handling of
Gly_atts. This pedagogy, which is not the same as a documentary
rinvestigation, is particularly clear in The Rise of Louis XIV: Louis
Vgives the tailor a lesson in things by making him add ribbons
bows to the prototype court-costume which is to keep the
1y occupied, and elsewhere gives the lesson in a new
. iMar, where the king becomes the sole subject of enunci-
» Whilst things happen according to his designs. Rossellini’s
%308% or rather his ‘didactics’, does not consist in rep(?ning
%u"::s and showing things, but in revealing the simple
b of speech, the speech-act, and the everyday manufac-
; ObJeC_lS, small or large works, crafts or industry. The
Clure ;?m‘bl‘nes parables as Christ’s speech-act with the manu-
. ncrdit objects; Agostino di Ippona combines the act of faith
Marke, in““’ sculpture (similarly the objects in Blaise Pascal, the
Mteres S"”“Ff’{ -..). Two trajectories are combined. What
uhefgc“c;)sselhm is to make ‘the struggle’ comprehensible as
Of the new: not a struggle between two trajectories,
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Th fhe tWO sequences; or in the Fnlarged tl"orrn of the black
iﬂmgo the white screen, and their derivatives. But on each
n, ° irrational cul implies the new stage of the talkie, the new
wcdsio ound. This may be an act of silence, in the sense that it is
ﬁ‘dﬁ’fj and the musical which invent silence. It may be a
the mlluiﬁt but in the story-telling or founding aspect which it
,chch'acf,ere, in contrast to its ‘classical’ aspects. There are
akes onus instances in the new wave: Truffaut’s Shoot the Piano
rofor example, where a strange speech-act comes apd
W ' s the motor pursuit, all the more strange in that it retains
arance of a simple chance conversation; however, the

the 2P ure takes on its full force with Godard, because the
Fmdﬂional cut towards which a normal sequence tends is the genre
oF category pers(?n|ﬁcd, which precisely requires the speech-act
s founder (the intercession of Bnce’ Pa::am in Vivre sa vie), as
story-teller (the intercession of Devos in f’m’mt le fou). _ll can also
be an act of music, in the sense that music would find its natural
in the snowy black screen which comes and cuts the
almost in Michel Foucault’s sense. It is a method that sequences of images, and will fill this gap, so as to divide the
to inherit, and which he would make the basis i into two constantly revised series: this is the organization
pedagogy, his own didacticism: the lessons in th of Resnais' L'amour @ mort, where Henze’s music makes itself
lessons in words in Six fois deux, up to the famous seq heard only in the gaps, assuming a mobile disjunctive function
Motion, where the lesson in things bears on the posti between the two series, from death to life and from life to death.
client imposes on the whore, and the lesson in Things can be even more complex, when the series of images not
phonemes that she has to come out with, the two be only tends towards a musical limit, as cut or category (as in
separate. - Godard's Slow Motion, where the question rings out: what is that
The new regime of the image is constructed on this pe¢ Wc?), but when this cut, this limit, itself forms a series which is
base. This new regime, as we have seen, consists 0O ' ;‘Pﬂ‘lmposed in the first (as in the vertical construction of First
and sequences are no longer linked by rational cuts @me Carmen, where the images of the quartet develop into a
the first or begin the second, but are relinked on top ¢ Series which can be superimposed on the series whose cuts it
cuts, which no longer belong to either of the two and 2 “8ures). Godard is definitely one of the authors who has thought
themselves (interstices). Irrational cuts thus have a rein about visual-sound relationships. But his tendency to
and no longer a conjunctive, value.*’ In the complex M‘:e"l l}}C visual with sound, with the ultimate aim (as Daney
are now considering, the question is: where do these t) of restoring’ both to the body from which they have been
and what do they consist of, since they have an aut dil.m’ipmdutes a system of disengagements or micro-cuts in all
find ourselves before a first sequence of visual i theviso“l’*: cuts spread and no longer pass between the sound and
sound and talking component, as in the first stage 9% = %nc:l? ? b‘ft in the visual, in the sound, and in their multiplied
but they are moving towards a limit which no longer P theime Ons.* In contrast, what happens when the irrational cut,
them, any more than it belongs to the second sequence: = Which, a:Slu:e or interval, pass between visual and sound elements
To .. Purified, disjunctive, freed from each other?

=+
LBy
Photy,

limit, this irrational cut, may present itself in quite diVEH bty
forms: whether in the steady form of a sequenc€ & = dap © @ demonstrative pedagogy, Eustache’s film Les
‘anomalous’ images, which come and interrupt = C18x reduces the visual to photos, the voice to a

but a struggle which can only be revealed through the
to their to-ing and fro-ing. Underneath discourses

found the new style of speech-act which is reye

occasion, in a language struggle with the old, and. I
things, the new space which is formed, in tectonic;;
the old. The space of Louis XIV is Versailles, the ]
which contrasts with the packing together ofM
industrial space where things will be produced in seri
itis Socrates, Christ, Augustine, Louis XIV, Pascal, o |
the speech-act is torn away from the old style, at the sa
space forms a new layer which tends to cover
everywhere a struggle marking the itinerary of a
emerges from one historical moment to enter into 2
difficult birth of a new world, under the double fore
and things, speech-act and stratified space. It is a
history which simultaneously calls up the comic and
the extraordinary and the everyday: new types of s;
new structurations of space. An ‘archaeological
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o is now NO out-of-field .whatsoever nor voice-off in any
dﬂ“hcwlhf first place, the talkie and the whole of sound have
In - they have escaped from Balazs's curse (there is no
ntIfor_'m:?_ ); they have ceased to be a component of the
.m,mgc 4s in the first stage; they have become a whole image
visual TI?C sound image is born, in its very break, from its break
,Eartl-he yisual image. 'I'here_are.no lo_nger even two autonomous
nents of 2 single audio-visual image, as in Rossellini, but
.hﬂuwnomous' images, one visual and one sound, with a
n interstice, an irrational cut between them.”' Marguerite
l’asa s of La femme du Gange: “There are two films, the film of
ml;;age and the film of the voices . . . The two films are there,
?':hloﬂl autonomy . . . Neither are (the voices) voices-off, in the
conventional sense of the term: they do not facilitate the
unrolling of the film: on the contrary, they hampt‘:r and disturb it.
ought not to be linked with the film of the image.”” For, in

the second place, and simultaneously, the second of Balazs’s
curses is also effaced: he acknowledged the existence of sound
MPS. and dissolves, etc., but excluded any possibility of a
sound framing, because, he said, sound did not have sides.”
However, visual framing is now defined less by the choice of a
pre-existing side of the visible object than by the invention of a
of view which disconnects the sides, or establishes a void
etween them, in such a way as to extract a pure space, an
anyspace-whatever, from the space given in objects. A sound
ing will be defined by the invention of a pure act of speech, of
fUsic, or even of silence, which must be extracted from the
.'¢ Blven continuum in noises, sounds, words and pieces of
There is thus no longer an out-of-field, any more than
m_o:l'i:]zoi’mﬂs-uff to inhabit it, because the two forms of the
Ofthe ‘;idﬂ' the corresponding smlmd c%lstnbunons_, were still

*€ Visual image. But now the visual image has given up its
sligé.“‘ h;:'s cut itself off from the world and conquered its
. w; It has made n_self free from what dep'ended onit. In
ﬁnq,; itha )E;‘elhe sound image has shaken of’f: its own depen-
Theext s Jecome autonomous, has mastered its own framing.
fielq) ““Mality of the visual image as uniquely framed (out-of-
Visugl , A €N replaced by the interstice between two framings, the
s a h‘-’ Sound, the irrational cut between two images, the
of ¥ Yage of t g sound. This is what in our view defines the second
5 n"‘trha\,;:r:alk‘e (and undoubtedly this second stage would
Sen without television; it is television which made it

commentary, but between the commentary and the
progressively excavated, without, however, the ghen
surprised at this growing heterogeneity. In Last Yeqy
and in all his work, Robbe-Grillet put into play a ney
where the talking and the visual were no longer held o
longer corresponded, but belied and contradicted i,
without it being possible to say that one rather than the
‘right’: something undecidable between the twg
observes, the visual has no special claim to ay
includes as many implausibilities as speech). And
dictions no longer allow us simply to confront the k
seen bit by bit, or one by one, pedagogically: their ro|
a system of unhookings and intertwinings
determine the different presents through anticipati
sion, in a direct time-image, or which organize a seri
capable of regression or progression under the sign
The visual and the talking may in each case
distinction between the real and the imaginary, s
sometimes the other, or the alternative of the true
but a sequence of audio-visual images neces
distinct indiscernible, and the alternative undeci
characteristic of this new image is that ‘asynchron
any way what was invoked by the Soviet manifesto
in particular: it is no longer a matter of making hea
sound whose source is in a relative out-of-field,
relate to the visual image whose givens they sin
doubling. Nor is it a matter of a voice-off which |
absolute out-of-field or relation with the whole, a
itself still belongs to the visual image. Entering i
heterogeneity with the visual images, the voice-off
the power which only exceeded these in so far asit de
relation to their limits: it has lost the omnipe
characterized it in the first stage of the talkie. It has
everything; it has become questionable, uncertain, 2
in Robbe-Grillet's The Man Who Lies or Marguerite |
Song, because it has broken from its moorings _W“h
- images which delegated to it the omnipotence which
The voice-off loses its omnipotence but by gaining
This is the transformation comprehensively ana.l
Chion, and which led Bonitzer to propose the notion
off’.* .
The other novelty (or the development of the first), ¥ ‘




252 Of‘he image 253

possible; but, l')f:clausc televilsion abandoned mog; o h . puras’s statement about La femme du Gange: the two
creative possibilities, and dldd not even understand Mucﬂ‘e 1d be linked only by a ‘material concomitance’, both
needed cinema to give it a pedagogical lesson; jt o film stock and being seen at the same time. It

. : A f he same him sto g 3 i
cinema a.ut‘hors to show wh‘aF it cquld c_lo and what it y, e ont N or provocative pronouncement, ki OEEOVEE
to do; if it is true that television kills cinema, cinema w2 hﬂmoroh, ¢ it claims to deny, because it attributes to each of
hand is continually revitalizing television, not 1 ;odai'?s % e‘; the power of the other. Otherwise, the work of art
feeds it with films, but because the great cinema ima i i . 1

WAL 1 : a the o necessity of its own; there would be only a

the audio-visual lmage,hwhlch;hey are quite ready to would h:’l‘c’; a':fd a gratuitousness, anything about anything else,
television if it gives them the opportunit tin . i i itici
Rossellini’s last ‘E:)rks. in Godard’s li)l‘ll)l(t;wenﬁ};n:.sir:ve i in the '.1:: sﬁzi;?:ﬁ?t%l???féﬁt?u?:ﬁiﬂﬁﬁﬁﬁ li[r;yag:;:fl];::

) . s 5 erl kb i .
St g e A 7

» » ems. 8

Rre : ; hens the victory of the audio-visual. The second
the first, if it is true that sound framing consists in

ot : e * thus concerns the complex link between the two
act of sp_eech OF ThusIG, I thecreativg conditions of nglemneous‘ non-corresponding disparate images: this new
does this act consist of? This is what can be ¢z '

ining, a specific relinkage.
cinematographic utterance or enunciation’. But, at mr:::gs;egf of the work?)f Jean-Marie Straub and Dani¢le
the question clearly goes beyond cinema. Socic

) bey uillet is the isolating of the pure speech-act, the properly
been much concerned with speech-acts and the I E'Imna[ographic utterance or the sound image: this act must be

classifying them. Does not the talking cinema, in 1omn from its written support, text, book, letters, or documents.
without setting out to do so, offer a classification whi This tearing-away does not take place in a fit of rage or passion; it
benefit elsewhere and could have a philosophical presupposes a certain resistance of the text, and all the more
Cinema invited us to distinguish interactive speech respect for the text, but on each occasion a special effort to draw
the relative sound-in and sound-off; reflexive sp the speech-act out of it. In Chronicle of Anna Magdalena Bach, the
in the absolute sound-off; and finally more my: supposed voice of Anna Magdalena recites the letters of Bach
acts, acts of story-telling, ‘flagrant offences of making himself and the accounts of a son, so that she speaks as Bach wrote
(flagrants délits de légender], which would be pure in s and spoke, thus reaching a kind of free indirect discourse. In
would be autonomous and would no longer belong Fortini Cani, the book is seen, the pages are seen, the hands that
image.* The first problem is thus that of gettin Wrn them, the author Fortini reading the passages which he has

nature of these pure cinematographic acts. Sothimself chosen, but it is ten years later, reduced to ‘'listening to
problem would be this: when speech-acts are taken himsel

I : ! speak’, overcome with tiredness, the voice passing
that is, are no longer components or dimensions © hmg_h

. : _ amazement, astonishment, or approval, non-
image, the status of the image changes, because the UBhition or the already heard. And certainly Othon shows
sound have become two autonomous components

'ext nor theatrical representation, but implies them all the
truly audio-visual image (Rossellini, for exampi Quse the majority of actors have not mastered the
movement cannot be stopped: the visual and the sC ;,b;‘n"age (Ttalian, English, Argentinian accents): what they tear
way to two heautonomous images, an auditory If € representation is a cinematographic act, what they tear
optical image, continually separated, dissociated, O

i . b, b € lext is a rhythm or a tempo; what they tear from
irrational cuts between them (Robbe-Grillet, Straub 8€ is an ‘aphasia’.”® In Della Nube alla Resistenza, the
Duras). Nevertheless, the image, having become al

. iti ;‘*'fl 'S extracted from myths (‘No, I don’t wantto . . "), and
does not burst into pieces; on the contrary, It & Merge 4Ps only in the second, modern part that it manages to
consistency which depends on a more complex lin

: . ; do 1 h"xua;]: the resistance of the text, of the pre-established
visual image and the sound image. So thati€ °fthe gods. There are always conditions of strangeness

i
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wtﬂmlwﬂ pbut polyvocal speech-act is extracted which splits off
pr -ln(g tears itself from writing. The ‘untimely’ voices
= :ides of an entity of sound, which confronts the
gre lik€ fouflhe visual and the sound are perspectives in a love-

below, then has to confront the machinations of the o
who separate him from his uncle (the delivery of ged
speech-act, the sound image, is act of resistance as im theat
case of Bach, who over-turned the division betweep

profane, as in that of Moses, who transformed that 'i‘,,a]e“‘ily: .~ the same one and yet different. Before India
and the people. But, conversely, the visual ima fo infinity: had already founded the heautonomy of
landscape, develops ;1 whole aes;hetic power wh?:h m,'bﬂf”,"m_e d: gf?ﬁ; two timele:s voices, and defined the end
layers of history and political struggles on which { mgsou"ld Tﬁgﬂ the sound and the visual ‘touch’ at the point at
poctn on the hill of the cemaery v QO wicueperspeciivs they are losing thelrrespectve e
. ; ; T B, after, Son nom Ge Y Entse : :

?omrr:it_m.irdshmte buned'. thl!e‘y] s:arf: out llh: DO s J:]!:e heautonomy of a vnsuifl image blr(:‘ugi'n to ru:;s. re\‘.rt:zl:tgg
dccorbn_ng totl eir typobgra_p l(licf C arall:ters, like som il more ancient stratum as a young girl’s name un t:lrnea -
red objects. It must slfnu.taneou:r, ydmzlnmne;; as ) woman's name, but always tending towards an {;:r{t,
creates the event, makes it rise up, and that t.hF i when she touches the common point of the two images, to infinity
covered over by the earth. The event is always resista i as if the visual and the sound ended in the tactile, in ‘junc-

what the speech-act seizes and what the earth buries.
sky and earth, of external light and underground fi
more of the sound and the visual, which never re-
whole, but each time constitutes the disjunction of
at the same time as their new type of relation, a
precise incommensurability, not an absence of rela

What constitutes the audio-visual image is a d
dissociation of the visual and the sound, each heautc
at the same time an incommensurable or ‘irratio
which connects them to each other, without form
without offering the least whole. It is a resistance stel
the collapse of the sensory-motor schema, and wh
the visual image and the sound image, but puts th:
into a non-totalizable relation. Marguerite Dura
further and further in this direction: as centre of a
Song establishes an extraordinary metastable eq
tween a sound image which makes us hear all the
off, relative and absolute, attributable and non-att!
competing and plotting, being unaware of and f
other, without any one having omnipotence or the last¥
a visual image which makes us read a silent stratigrdp
acters who keep their mouths closed even when they ar¢

jon’). Le camion can restore a body to voices, at the bath but
;:n;uch as the visible becomes disembodied or emptie‘s itself
(the cab, the journey, the appearances of the ghost-lo'rry): There
are only places of a story left and of story the one which does not
nkephcc_vﬁ!'
Marguerite Duras'’s first films were marked by all the powers of
the house, or of house and grounds together, fear and desire,
tlking and being quiet, going out and coming back, creating the
event and burying it, etc. Marguerite Duras was a great film-
maker of the house, such an important theme in cinema, not
simply because women ‘inhabit’ houses, in every sense, but be-
tause passions ‘inhabit’ women: as in Destroy She Said, and especi-
ally Nathalie Granger and, later still, Vera Baxter. But why does she
S¢¢ Vera Baxter as a regression of her work, and equally Nathalie
as a preparation for the trilogy which was to follow? It is
B0t the first time that an artist can think that what has been fully
Hed‘ is only a step, forwards or backwards, in relation to a
HETAm. In the case of Marguerite Duras, the house ceases to
""uar her because she can bring about only autonomy of the
i 21d sound components for one and the same audio-visual
8¢ (the hoyse is still a place, a locus, in the double sense of
: Dfamuand_spafe)- But going further, achieving the heautonomy
from the other side, so that what they say is already I Nd image and a visual image, making the two images the
tense while place and event, the dance at the emb pl,“’es of a common point situated at infinity, this new
dead layer that covers up an old burning stratum, the Nor . On ©of the irrational cut cannot take place in the house,
in another place).” In the visual image there is revea - The house-grounds undoubtedly already had
beneath the ashes or behind the mirrors, just as 10 & '€ properties of an any-space-whatever, the voids and
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eﬂt-s gffhg image
cmp”"

) that of Della Nube . . . itis amatter of tearing the
ra nyth, the act of story-telling from fable; but the
%-af‘ fr?a"? ;0 };he tracking shot from the front of a car, then
Jalues S“’el‘; rygg‘ then to the fixed shots of waves.”” In short, th_e
piver->* of the visual image becomes oceanographic

the disconnections. But the house had to be left, abo);
the any-space-whatever could only be constructeq s
same time as the speech-act had to ‘get out and awy
flight that characters had to be brought together, to pe
other. The uninhabitable had to be restored,

] 1’ .
le w'l'[l

: . : adabilit g 3o
uninhabitable (beach-sea instead of house-grounds ® ific rcdc::}[):;:-ii and stratigraphic. Agatha et les lectures illimitées
achieved a heautonomy, comparable with that b rthan A erception that is deeper than that
which for its part had bz'come?mauribmable:aa ::;3? : ers rea"j]’tﬂﬁjzosgxlse":;l:anz.spit ref[:?rs writing to thI:: speech-act
no longer has a place (sound image) for places that n o[dliﬂgfl;:n a text. Cinematographically, Marguerite Duras can

a history [histoire] (visual image).** And it would be
of the irrational cut, this new way of conceiving of i,
constitute the audio-visual relation.

In the disjunction between the sound image b
speech-act, and the visual image become readable
phic, what distinguishes the work of Marguerite D
of the Straubs? A first difference would be that, fo
speech-act to be reached is total love or absolute de:
which can be silence, or song, or shout like the
vice-consul in India Song.** It is this which has
memory and forgetting, over suffering and hope.
all this which is creative story-telling coextensive wi
the text from which it tears itself, constituting an
deeper than writing, an unlimited reading deeper
The second difference consists of a liquid quality w
ingly marks the visual image in Marguerite Duras: iti
Indian humidity which rises from the river, butw
on the beach and in the sea as well; it is the da
Normandy which already drew Le camion from the
sea; and the disused room in Agatha is not so much
slow phantom ship moving on to the beach, while the
unfolds (L’homme atlantique would come out of this &
consequence). That Marguerite Duras creates seasca
way has important consequences: not only because §
to what is most important in the French school, dayligk
specific movement of the light, the alternation of solar
light, the sun setting in water, liquid perception. But?
the visual image, in contrast to the Straubs, tends to go
stratigraphic or ‘archaeological’ values towards a pé

a great painter who might say: if only I could
be com areil;?uiega wa\.ﬂ:, just a wave, or a bit of wet sand . ..
w:)(l).lld be yet a third difference, undoubtedly conn(.scled
-1 the two previous ones. In the Straubs, the class struggle is the
ion which keeps circulating between the two incommensura-
ble images, the visual and the sound, the sound image which does
qot tear the speech-act from the speech of the gods or bosses
without the intercession of someone who could be described asa
yraitor to his own class’ (Fortini’s position, but il'mlghl als9 be said
of Bach, Mallarmé and Kafka), and the visual image which df)es
not take on its stratigraphic values without the earth being
nourished by the struggles of workers and particularly peasants,
all the great resistances.* This is why the Straubs could present
their work as profoundly Marxist, even taking into account the
cases of the bastard or the exile (including the very pure
dass-relations which drive Amerika). But, in her eslr;nger:]rem
Marxism, Marguerite Duras does not limit herself to
ers who wouldg;:e traitors to their own class; she calls up
d_“’“ outside classes, the beggar woman and the lepers, the
mb'flonsul and the child, commercial travellers and cats, to make
#Pa’class of violence’. The function of this class of violence, first
oduced in Nathalie Granger, is not to be seen in savage images;
- 4ass fulfils the function of circulating between the two kinds
d'-ircie’ and making them connect, the absolute act of speech-
‘Irisn lht}‘ sound image, the unlimited power of river-ocean in
_nual Image: the beggar woman of the Ganges at the
In ,5_POIntof the river and the song.*’
€ second stage, then, talking and sound cease to be
By 1S Of the visual image: the visual and the sound become

of river and sea which stands for the eternal, which je heau‘:“mouscomponems of an audio-visual image, or, better,

strata and carries away statues. We are not restored 0 & T‘]king i°“0ﬂ10us images. In this case we can say with Blanchot:
. . [l

but to the sea. Things are erased by the tide rather &8 .

\'isib|nm seeing.’ It seems here that talking ceases to see, to

buried in dry earth. The beginning of Aurélia Stesy €and also to be seen. But a preliminary observation is
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required: talking breaks with its visual links jn this . h ous, they still constitute no less of an .aud:o-v;sual
giving up its particular habitual or empirical €Xercise: l'e.,‘uom’-""'h“: urer in that the new correspondence is born from

b s of their non-correspondence: it is the limit

ing to turn towards a limit which is at once mag® " inate form

as inaté . e oyt bibr
unspeakable and yet what can only be spoken (‘;:liff - #d‘lern;ich connects it to the other. T'hls is not an arbitrary
which carries here and there, and itself differs ‘:;on but a very rigorous one as in La femme du Gange,
c »

ing . .."). If the limit is the pure speech-act, this can e ::ﬂstru s them dying as they tOI:ICh. but only touching f)ver the
the shape of a cry, of musical or non-musical sounds, ¢} hich keeps them separate, fon: that reason u‘ncross.'ibl:;, y}::t
the series being made up of independent elements ex fimit ¥ rossed because uncros:sable. The visual image and the
here and there, can in turn constitute a limit in alway$ cimagf are in a special Tflallor}ShlP. a f“_?e md'f'ea
possibilities of cutting, of reversal, of retrogressj tonship. We are in fact no longer in the class:ca! l_"eg(lln'le
pation. The sound continuum thus ceases to be ¢ le would internalize images and be externalized in

g 3y : a who! i 25, liate B : E H
according to what the visual image belongs to or e constituting an indirect representation of time, and being
. £ "
of the out-of-field, and music no longer ensures a din

10 receive from music a direc} preser}l.ation. Whgt has now
ation of an assumed whole. This continuum now ¢ ; direct is a time-image for itself, with its two dlssymetflc.
value of innovation claimed by Maurice Fano in R - otalizable sides, fatal when they touch, ‘lha.l of an outsl:de
films (notably in The Man Who Lies: it ensures the more distant than any extcnor.'and that ofzfn msude.deeper t 'an
the sound images, and must achieve both the speech nv interior, here where a musical speech rises agd is torn away,
which does not necessarily consist of a speech in the there where the visible is covered over or buried.”
and the musical organization of the series, w

necessarily consist of musical elements (similarly
guerite Duras, music will be collated with the organ
voices and with the absolute act of desire, vice-co
burnt voice in La femme du Gange, or, with Straul
ation of Anna Magdalena’s words with the perfor
music and Bach’s shout. But it would be wrong to
there is a prevalence of sound in modern cinem:
observation is also valid for the visual image:
heautonomy only if it is torn from its empirical
carried to a limit which is at once invisible and yet can
(a kind of clairvoyance, differing from seeing,
through any-space-whatevers, empty or discon
It is the vision of a blind man, of Tiresias, as speech ¥
aphasic or amnesic. Henceforth, neither of the two fact
higher exercise without reaching the limit which separates¥,
but connects it to the other through separating it. What sp
also the invisible that sight sees only through

what sight sees is the unutterable uttered by s
Duras could invoke the ‘seeing voices’ and make lhfm '
‘I see’, ' see without seeing, yes that’s it.” Philippon S §
filming speech as something visible, remains

more so in that seeing and speaking in this way !
meaning. When the sound image and the visual Iff
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em of images and signs is the distinction between two
ages with their corresponding signs, movement-
images which were only to appear and develop
nd chronogeneses are the two successive

10 Conclusions

4 i) ime-
b g and UM :
f 3 struC[UrCS da

I ; W‘ s of 4 puTe semiotics.
P ma

' considered as psychomechanics, or spiritual automa-

- . _ flected in its own content, its the'mes. situations anfi
Cinema is not a universal or primitive language o, ¥ r:s But the relationship is complicated, because this
nor a language [langage). It brings to light an in g_lﬂ"c.le 'gi\res way to oppositions and inversions as well as to
which is like a presupposition, a condition, a neg, wlonns or reconciliations. The automaton has always had two
through which language constructs its own ‘obje Mm:n Rmplementary senses, Even wWheii Sicy were: In
units and operations). But this correlate, thou o ‘ O'n one hand, the great spiritual automaton indicates the
s'pecif.ic: it consists of movements and thought- L st EXETCise of thought, the way in which thought thinks and
linguistic images), and of points of view on these m thinks itself in the fantastic effort of an autonomys; itisin this
processes (pre-signifying signs). It constitutes a whe that Jean-Louis Schefer can credit cinema with being a giant
chanics’, the spiritual automaton, the utterable the back of our heads, Cartesian diver, dummy or machine,
system which has its own logic. The languag'e wanical man without birth who brings the world into suspen-
utterances of language, with signifying units and o But, on the other hand, the automaton is also the psychologi-
it, but the utterable itself, its images and signs, ar |
nature. This would be what Hjelmslev calls ne
formed ‘content’, whilst the language system works
and substance. Or rather, it is the first signifiable
significance, which Gustave Guillaume made
linguistics." We can understand from this the
runs through semiotics and semiology: semiolog
linguistic inspiration, tends to close the ‘signifier’
cutlanguage off from the images and signs which
material.” Semiotics, by contrast, is the discipline whi

an internal impression which develops solely in visions
udimentary actions (from the dreamer to the somnambulist,

conversely through the intermediary of hypnosis, sug-
n, hallucination, obsession, etc.).! Hence there is something
icto cinema which has nothing to do with theatre. If cinema
bmatism become spiritual art — that is, initially movement-
Wage — it confronts automata, not accidentally, but funda-
“entally. The French school never lost its taste for clockwork
language only in relation to this specific conten omata and cloc'-k-making characters, but also confronted
signs. Of course, when language takes over the T:"“"CS with moving parts, like the American or Soviet schools.
utterable it makes from them properly linguistic uttera "'aﬂ.ma"‘_machl_ne assemblage varies from case to case, but always
are no longer expressed in images and signs. Bach; = "Tlenuon of posing the question of the future. And
utterances are in turn reinvested in images and signs, nciep, €an take hold so fully on man that it awakens theimost
the utterable afresh. It seemed to us that ci Psycho, P"."fe‘"sv and the moving machine becomes one with the
through its automatic or psychomechanical quali E.‘hhninltdl automaton pure and simple, at the service of a
system of pre-linguistic images and signs, and the hal) € new order: this is the procession of somnambulists,

utterances up again in the images and signs proper Mncu"‘*“’ls. hypnotizers-hypnotized in expressionism,

(the read image of the silent cinema, the sound comp .ﬁbpom a(;:;bflnﬂ of Dr Caligari to Testament of Dr Mabuse via

_vlsuliﬂ image in the first stage of the talkie, the sound ::t'rs but iy ':_i:ﬂ”bm- F}erman cinema surflmoned.up P“m}‘l{“’e

int fasecond stage of the t;_alk:e). This is why the B o Whic ol [(‘ 51113'”th§ best placeq to d“."ou{"—“»: something

the silent film and the talkie has never seemed fun Modify, ;. Vs, ‘-} ange cinema, horribly to ‘realize’ it and thus
. Jasic themes.

- cinema’s evolution. By contrast, what has seemed fu
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What is interesting in Krackauer's book From Caljp, G P k. Th fnais £ g
that it shows how expressionist cinema reflected the Is and fe'edbd'ctl;- . C: conhnguTa lOl‘I’ ox pcl)wer Was 280
Hitlerian automaton in the German soul. But j : . and, instea ’O cqnverg.lng on ;'S"‘Ig €, mYS‘C“O‘fS
external viewpoint, whilst Walter Benjamin’s arg U"ﬂr' inspir-‘l‘l‘_(’f dre’ar_ns, wmmm}( erho “C‘[(‘lon‘?" powe'rkwds:
inside cinema in order to show how the art o h‘dt in an lllf()f_mclll()‘l’l n-elﬁor :.ere .euslonjrfm Cl'sf
movement (or, as he ambiguously said, the art of ged control, P! (’)ce_'ssui]g an st(])c ':lcrosslzlnl‘erset._tu')r.ls 0
was itself to coincide with the automization of the ;f':lniacs and seels{:ll’s lg: (;1;6;::“"[? f—‘»l: CI‘WOT ( -LC{I’ISEII‘J(.Y "f’le
direction, politics become ‘art’: Hitler as film-maker in Rivette, OT Go ;r 'SbOP 'Hl ;]' e Ilsu‘emn%ia:} s..ur}:'et )
true that up to the end Nazism thinks of itself in comy jncesystem i1 l‘u'mel‘MflLd Vt‘cli] ,le—: EVO Ul'of“ Oh ang'sthree
Hollywood. The revolutionary courtship of the me ~ the third abuse, t ef abuse of tl N return to
and an art of the masses become subject was broke; any, after the war).” And, in rl?qt;.emly expl‘u.lt forms, the
way to the masses subjected as psychological autom . automata were béo lfegl{lekf'"?f“'" or better ._mc‘i?(i;g:} w?rsg
their leader as great spiritual automaton. This is w (the better wo“'.d il uh ric ;gl._mt cc;iml?uterhm b)l an P
Syberberg to say that the end-product of the movem restore to 1t particularly t A xR, T paste 'W'Od
Leni Riefenstahl, and if Hitler is to be put on trial mises-en-scénes that the impasse in the movement-image ha

must be inside cinema, against Hitler the film- Fuvisioﬂall}’ ruled out. But new automata did not inyade content
‘defeat him cinematographically, turning his we: without a new automatism bringing about a mutation of form.
him’." Itis as if Syberberg felt the need to add a sec The modern configuration of the automaton is the correlate of an
Krackauer’s book. but this second volume &l electronic automatism. The electronic image, that is, the tele and
now from Caligari (or from a film from Germany)

video image, the numerical image coming into being, either had
. . ; ‘ totransform ci e ‘ ath. ot
from Hitler to A Film from Germany, the change ta 1 cincma or to replace it, 10/ mark i death. We don
5 e ; : claim to be producing an analysis of the new images, which would
cinema, against Hitler, but also against Holl i ; i s :
: ek A be beyond our aims, but only to indicate certain effects whose
represented violence, against pornography, aga . : i i3 :
) S - A relation to the cinematographic image remains to be deter-
But at what price? A true psychomechanics will Rihed " i :
e £ . mined." The new images no longer have any outside (out-of-
unless it is based on new associations, by reconstitu field) . )
: €ld), any more than they are internalized ina whole; rather, they
mental automata whose place was taken by Hitler, ioht si : .
3 : flave a right side and a reverse, reversible and non-superimpos-
psychological automata that he enslaved. The mo able, like ; j
: . . ; € like a power to turn back on themselves. They are the object
that is, the bond that cinema had introduced b ofa . TN ; ; :
; d Perpetual reorganization, in which a new image can arise
and image from the outset, would have to be aban from an . A .
. A ; _many point whatever of the preceding image. The organiz-
to set free other powers that it kept subordinate, 2 ation of gp,. : oy By
: : . proi ot space here loses its privileged directions, and first of all
not had the time to develop their effects: pre the privile £ : . p 5
IR - ral P ; ge of the vertical which the position of the screen still
back-projection.” There is also a more gene ¥s, in £ A :
Lo 0 g Y8, In favour of an omni-directional space which constantly
projection and back-projection are only technical YATES its anoles 4 o : ;
et S . : ti : gles and co-ordinates, to exchange the vertical and the
directly carry the time-image, which substitute the ntal. And : 5", :
! ; pe A - And the screen itself, even if it keeps a vertical
the movement-image. The film set is transform n by conventi
ferag : P . Y convention, no longer seems to refer to the human
space here is born from time’ (Parsifal). Is there a Sre, like o wi sl 5
: : ! of awindow or a painting, but rather constitutes a table
images like that of automatism? , CMormation . ; : Gy
i : . bviously Wform..: O"» an opaque surface on which are inscribed ‘data’,
A return to the extrinsic point of view 0bV AoN replac e ;
. . :on of "eplac; eplacing nature, and the brain-city, the third eye,
necessary: the technological and social evolution ng the : L2
ata. in SHE Omy 1 '€ €yes of nature. Finally, sound achieving an auton-
Clockwork automata, but also motor automata, _ : Il iticranc: ; >
and Y creasingly lends it the status of image, the two
mata of movement, made way for a new computer &5 95 soun - . . i :
race, automata of computation and thought, au¥ €r. sub and visual, enter into complex relations with
’ P Ordination nor commensurability, and reach a
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Jainting or asa mask (window), was never sufficient; for
fram€ as also the frame-mirror in the style of Opbhiils, the
ere W  frame in the style of Hitchcock. But, when the frame or
wallpf’}e):,] functions as instrument panel, printing or computing
sﬂ;he image is (:()_Il§lanlly being cut into another image, being
through a visible mesh, sliding over other images in an
F cessant stream of mes§ages', and the shot i_tself is less like an eye
an an 0\»erlna(ler.i brain e:ndl_essly absorbing information: it is
¢ brain-information, hl:aln-l:lty couple which replaces that of
Nature.'’ Godard .w'" move in this direction (A Married
Woman. Two or Three Things 1 K_rwwabout Her), even before starting
10 use video methods. And, in the Straubs, and in Marguerite
puras, in Syberberg, l}he sc_)und framing, the disjunction of the
sound image and the visual image, use cinematographic methods,
or simple video methods, instead of calling on new technologies.
The reasons are not simply economic. The fact is that the new
spiritual automatism and the new psychological automata
nd on an aesthetic before depending on technology. Itis the
time-image which calls on an original regime of images and signs,
before electronics spoils it or, in contrast, relaunches it. When
-Louis Schefer invokes the great spiritual automaton or the
dummy at the back of our heads as principles of the cinema, he is
right in defining it today by a brain which has a direct experience
of time, anterior to all motivity of bodies (even if the apparatus
:lu\!lt;kcd. the mill in Dreyer’s Vampyr, still refers to a clockwork
maton).
i 'Ijhe Straubs, Marguerite Duras and Syberberg have, with some
Justification, often been grouped together in the project of
°“:;:§ ?hwhu’le audiol-qvisual system, whatever the differences
oy r,:se.ﬁf"hms'-‘ In Syberberg we e.ffectw_ely encounter
& cagsesth(‘ aracteristics lhz.u we have tried to identify in the
ers 1o -ll-n"t' the disjunction of the sound and t'he visual
o lll y in Le cuisinier du roi, between the cooks. flux of
Engravin ‘;'!e' Tleser_ted spaces, c'._istles. shacks: sometimes an
becﬁmes E({i-(:ﬁnn:l.ir]y, in Hitler the.vlsual space of the chancellery
v (;Frtcd, while some chlldrenr in a corner Tnake heard
. Osone of Hitler's speeches. This disjunction takes on
di iaﬁf;:lh?r to Syberberg's style. Sometimes it is the objective
"equemu W hat s said and whatis seen: front-projection and
t:ithe Bors; hlfbt' of slides p_rowdg a visual space not only not seen
§pary U;f‘_lse?f. but with which he is associated without ever
i it, reduced to his words and a few accessories (for

common limit in so far as each reaches its own limit, [y,
senses, the new spiritual automatism in turn referg
psychological automata.
But we are all the time circling the question: cerebry] .
or deficiency of the cerebellum? The new automatism is w,
in itself if it is not put to the service of a powerful,
condensed will to art, aspiring to deploy itself through
tary movements which none the less do not restrict it.
will to art has already been defined by us in the Change
the intelligible content of cinema itself: the substituti
time-image for the movement-image. So that electro
will have to be based on still another will to art, or
unknown aspects of the time-image. The artist is 2
situation of saying simultaneously: I claim new method
afraid that the new methods may invalidate all will to 2
it into a business, a pornography, a Hitlerism ..
important is that the cinematographic image was 2
ing effects which were not like those of electronics, but
autonomous anticipatory functions in the time-image
art. Thus Bresson's cinema has no need of com
cybernetic machines; yet the ‘model’ is a modern
automaton, because it is defined in relation to the sp
no longer, as before, by motor action (Bresson was :
thinking about automatism). Similarly Rohmer’s pup
acters, Robbe-Grillet’s hypnotized ones, and Resnais':
defined in terms of speech or information, not of
motivity. In Resnais, there are no more flashbacks,
feedbacks and failed feedbacks, which, however, need
machinery (except in the deliberately rudimentary |
Caime je taime). In Ozu, it is the daring of the contin
180° that is enough to assemble an image ‘end to en
obverse’, and to make ‘the shot turn round’.'’ Space mt
directions, its orientations, and loses all primacfof
axis that could determine them, as in Snow's The C.
using only a single camera and a rotary machi
electronic sounds. And the vertical of the screen now
conventional meaning when it ceases to make us s€€ &
movement, when it tends to become an opaque SUT®
receives, in order to disorder, and on which charact€
and words are inscribed as ‘data’. The readability of th
makes it as independent of the vertical human pos

newspaper can be. Bazin’s alternative, either the screen €
I

[able-
rintcd

=

et
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..and the anecdotal, the imaginary and the real are brought
"hwrsogelher' and sometimes on the side of speech, discourses,
entaries, familiar or _ancillary testimonies, sometimes on
side of sight, of existing or no longer existing settings,
vings, plans and projects, acts of seeing with acts of
"’sﬂoyance. all of equal importance and forming a network, in
dal:;: of relationship which are never those of causality. The
odern world is that in which information replaces nature. It is
rhal Jean-Pierre Oudart calls the ‘media-effect’ in Syberberg."
And it is an essen_tlfil‘ aspect of S)_rberberg's work, because the
disjunction. the dlwsmfl of the lwsu‘al and the sound, will be
ifically enlrusle.d with experiencing this complexity of infor-
mational space. This goes be}'.ond the psychqlogical individual
; 18 just as it makes a whole lmPOSSlb'le: a pun-lotallzable‘comp]exi[y,
ton, in the sense of a profoundly dw:d‘ed essence of non-representable by a single individual’, and which finds its
even though it is not at all psychological in the se resentation only in the automaton. Syberberg takes the image
division would be interpreted as a state of the no of Hitler as enemy, not Hitler the individual, who does not exist,
individual. As in Kleist, or Japanese theatre, the so but neither a totality which could produce him according to
from the ‘mechanical movement’ of the puppet, in relations of causality. ‘Hitler in us’ not only indicates that we made
latter appoints itself an ‘internal voice’. But, if the di Hitler as much as he made us, or that we all have potential fascist
valid in itself, it is nevertheless not valid for itself. elements, but that Hitler exists only through pieces of informa-
Tecong pl;:::e, a pure speecl}-at:ltf fas crel:itt:;e story-tel ".;':ﬁhi?h copslitutﬁ his imag}:: in ourselves.' It could be said that
egend-making must extricate itself from all the spo! the Nazi regime, the war, the concentration camps, were not
tign (the most striking example is Karl May who m images, and that Syberberg’s position is not withmi)t ambiguity.
legend through his own lies and their exposurl:). ; n.‘_l;lhszeberberg‘s powerful idea is that no information, whatever it
visual data must be organized in superimposed layer:  is sufficient to defeat Hitler."” All the documents could be
mixed up, with variablegoutcrops. reﬁ'eo—acti\re relation: fh‘JWI'I. all the lestimonie{could be heard, but in vain: what makes
sinkings, collapses, a rendering into muddle from information all-powerful (the newspapers, and then the radio,
speech-act will emerge, will rise up on the other side and then the television), is its very nullity, its radical inef-
three layers of the history of Germany which corres m"’?“hef's- Information plays on its ineffectiveness in order to
ml(_)g_y, Lud\'.\rlg, I?arl May, Hitler, and in each ﬁlfll all Sh its power, its very power is m_-bF ineffective, and thereby
position of slides like so many layers the last of which info, € more dangerous. This is why it is necessary to go beyond
the world, ‘a frozen and murdered landscape’)- A‘ Ihe w“"aflon in order to defeat Hitler or turn the image over.
necessary for the world to be broken ar;,d burie a;g‘""g beyond information is achieved on two sides at once,
speech-act to rise up. Something similar to what we€

- Th ;'“’0 questions: what is the source and what is the addressee?
Straub and Duras happens with Syberberg: the VISUg Infoy,. ¢ also the two questions of the Godardian pedagogy.

instance, in Hitler the giant furniture, the giant telephone.
the dwarf servant talks about the master’s underpangg
times it is the subjective dissociation of the voices ang
the body is here replaced by a puppet, a jumping jack
voice of the actor or reciter; or as in Parsifal the

perfectly synchronized, but with a body which remains f
the voice it gives itself, a living puppet, whether a girl's
man’s voice or two competing bodies for the same
other words, there is no whole: the regime of the ‘tear’
division into body and voice forms a genesis of the |
‘non-representable by a single individual’, ‘appearance
itself and in a non-psychological way'.'" The pupp
reciter, the body and the voice, constitute neither a w
individual, but the automaton. This is the psycholog

: ; O mg e . : .
sound do not reconstitute a whole, but enter into an 'nfo"malilts replies to neither question, because the source of
relation according to two dissymetrical trajectories. Person in;’“ IS not a piece of information any more than is the

in;,(:;?,e_d: If Fhere_is no debasement qf information, it is
yond o [ll.:uor_\ itself is a debas.emem. h. is thus necessary to
2 pure e pleces of spf)ken mform_atlon; to e_xlrac.l from

Speech-act, creative story-telling which is as it were

visual image is not a whole, it is ‘a fusion of the tear.

But one of Syberberg’s originalities is to stretch outa T
of information, like a complex, heterogeneous, ané
where the trivial and the cultural, the public and the P




270 Gond“s’.m” 271
n with it. On one hand, the movement-image consti-
in its empirical form, the course of time: a successive

an extrinsic relation of before and after, so that the past
P former present, and the future a present to come. Inadequate
152 Ogion would lead us to conclude from this that the cinemato-
ﬂef]ic image is necessarily in the present. But this ready-made
dea, disastrous for any understanding of cinema, is less the fault
of the movement-image than of an over-hasty reflection. For, on
the other h'fmd_. the movement-image gives rise to an image of
time which is (lnstlngulsht?c! from it by excess or‘default: over or
under the presentas empirical progression: in this case, time is no
longer measured by movement, bl}[ is itself the r}umber or
measure of movement (metaphysical representation). This
pumber in turn has two aspects, which we saw in the first volume:
it is the minimum unity of time as interval of movement or the
totality of time as maximum of movement in the universe. The
subtle and the sublime. But, from either aspect, time is distin-
guished in this way from movement only as indirect represen-
tation. Time as progression derives from the movement-image or
from successive shots. But time as unity or as totality depends on
montage which still relates it back to movement or to the
succession of shots. This is why the movement-image is funda-
mentally linked to an indirect representation of time, and does
not give us a direct presentation of it, that is, does not give us a
time-image. The only direct presentation, then, appears in music.
But iIn modern cinema, by contrast, the time-image is no longer
émpirical, nor metaphysical; it is ‘transcendental’ in the sense that
Kant gives this word: time is out of joint and presents itself in the
Pure state.”” The time-image does not imply the absence of
movement (even though it often includes its increased scarcity)
wuli::ll_:'inplies lh(_e reversal of the subo‘r(‘iinalion; itis no !onger time
. islsmllnr)rdn_mu:f to movement; it is movement which subord-
vy self to time. It is no lor_lger time which der!ves fl_'or‘n
’“Ovem:m‘, {‘rom its norm and its corrected aberrauorns; it is
‘-‘Pendsm as fa!sf” mowfmmr_, as aberrant movement }vhlch now

as di on time. The time-image has become direct, just as time
red new aspects, as movement has become aberrant in

1 not by accident, as montage has taken on a new sense,
_e\i:"_i(‘allt_'(l modern cinema has been constituted post-war.
askg the (( ose its relations with classical cinema, quern cinema
ang g, n{llt?sl_mn: .whal are the new forces at work in the image,

€W signs invading the screen?

the obverse side of the dominant myths, of curreng v,
their supporters; an act capable of creating the myth i
drawing profit or business from it." It is also necessy,
beyond all the visual layers; to set up a pure informeq
capable of emerging from the debris, of surviving the

world, hence capable of receiving into his visible body the
of speech. In Parsifal the first aspect is taken up in the hy
of Wagner, which gives the speech-act as song its
function, the power of a myth of which Ludwig, Kar]
Hitler are only the derisory, or perverse, putting to
debasement. The other aspect is taken up in Parsifal,
through all the visual spaces, themselves emerged from
head, and who leaves the last end of world space divid
when the head itself divides, and the girl Parsifal does
but receives into her whole being the redemptive vo
irrational cycle of the visual and the sound is related by
to information and its overcoming. Redemption, a
knowledge, is also creation beyond information.
arrives too late (the point shared by Syberberg and
appears when information has already gained
speech-acts, and when Hitler has already captured tk
myth or irrational.” But the too-late is not only negati
sign of the time-image in the place where time makes
stratigraphy of space and audible the story-telling
speech-act. The life or the afterlife of cinema depe
internal struggle with informatics. It is necessary to set i
the latter the question which goes beyond it, that of its
that of its addressee, the head of Wagner as spiritual a
the Parsifal couple as psychic automata.*'

anectio

: sent in

2

We can now summarize the constitution of this time=
modern cinema, and the new signs that it implies or ¥
There are many possible transformations, almost Imp -
passages, and also combinations between the ‘movemf’“ '
and the time-image. It cannot be said that one is more I
than the other, whether more beautiful or more profou
that can be said is that the movement-image does not &
time-image. Nevertheless, it does give us many

IS5Coye
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The first factor is the break of the sensory-motor link, .
movement-image, as soon as it referred itself back to its " :
constituted the action-image: the latter, in its wides
comprised received movement (perception, situation), i
(affection, the interval itself), and executed movemeng ¢
properly speaking and reaction). The sensory-motor Jjp
thus the unity of movement and its interval, the specificay
the movement-image or the action-image par excellence.
no reason to talk of a narrative cinema which would ¢co
to this first moment, for narration results from the senso
schema, and not the other way round. But precisely what |
this cinema of action into question after the war is th
break-up of the sensory-motor schema: the rise of situz
which one can no longer react, of environments with whi
are now only chance relations, of empty or disconnec
space-whatevers replacing qualified extended space. I
that situations no longer extend into action or
accordance with the requirements of the movem
These are pure optical and sound situations, in
character does not know how to respond, abandoned
which he ceases to experience and to act so that he er
flight, goes on a trip, comes and goes, vaguely indiffe
happens to him, undecided as to what must be done.
gained in an ability to see what he has lost in action or
SEES so that the viewer’s problem becomes ‘What is there ¢
the image?’ (and not now ‘What are we going to see in
image?’). The situation no longer extends into action th
intermediary of affections. It is cut off from all its exte
now important only for itself, having absorbed all its
intensities, all its active extensions. This is no longer a
motor situation, but a purely optical and sound situation,
the seer [voyant] has replaced the agent [actant]: a ‘des
We call this type of image opsigns and sonsigns, they app
the war, through all the external reasons we can point
calling into question of action, the necessity of seelf
hearing, the proliferation of empty, disconnected: abaf
spaces) but also through the internal push of a cinema &
reborn, re-creating its conditions, neo-realism, new wav .
American cinema. Now, if it is true that the sensoTy=C
situation governed the indirect representation oi: time as ¢
quence of the movement-image, the purely optical an¢ =
situation opens onto a direct time-image. The time-image {
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clate Of the opsign and the sopsﬁgn. It never ap?eared more
than in the author who anticipated modern cinema, from
dearly {1 Gar and in the conditions of the silent film, Ozu:
'rfls empty OF disconnected spaces, open on to still lifes as the
opsi8 f(;l‘m of time. Instead of ‘motor sitpation — indirect
pur:csema[ion of time’, we have ‘opsign or sonsign — direct
resentation of time’. _ _ _ .
P But what can purely optical and sound images link up with,
. ce they no longer extend into action? We would like to reply:
slfih recollection-images or dream-images. Yet, the former still
.‘;:me within the framework of the sensory-motor situation,
whose interval they are content to fill, even though lengthening
and distending it; they seize a former present in the past and thus
respect the empirical progression of time, even though they
introduce local regressions into it (the flashback as psychological
memory). The latter, dream-images, rather affect the whole: they
ject the sensory-motor situation to infinity, sometimes by
ensuring the constant metamorphosis of the situation, sometimes
by replacing the action of characters with a movement of world.
But we do not, in this way, leave behind an indirect represen-
tation, even though we come close, in certain exceptional cases, to
doors of time that already belong to modern cinema (for instance,
the flashback as revelation of a time which forks and frees itself in
Mankiewicz, or the movement of world as the coupling of a pure
description and dance in the American musical comedy). How-
ever, in these very cases, the recollection-image or the dream-
image, the mnemosign or the onirosign, are gone beyond: for
l€se images in themselves are virtual images, which are linked
with the actual optical or sound image (description) but which are
Onstantly being actualized on their own account, or the former in
mmi_‘::er to infinity. For the time-image to be born, on the
Virtua] Y !'he actual image must enter into relation .Wll..h its own
divide i;mdge ‘as such_; from the‘ outset pure description must
itsel" A two, repeat lls_elf, take lt§clf up again, fork, contradict
"i“u;;l r: llfrlage Whll':'h is double-sided, mutua_l. both ‘act}lal and
'lio;;shi‘lb[ be constituted’ We are no longer in the sitation of a
reco“em()‘]) between the acllual image and other vgrtual images,
il Hod ns, or dreams, wh|ch.thus be?com.e actual in turn:.thls is
=y e of lmkgge. We are in the situation of an actual image
link. ge of" Virtual image, to the extent that there is no longer any
“PEtuallhc real with the.: imaginary, bult mducgm:bth:y of the Fwo,
exchange. This is a progress in relation to the opsign:
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ly true. A new logic has to be invented, just as earlier a

of description, and brings about the exchange in the image gycfwi“gY had to be. It seemed to us that Resnais went

has become mutual, the exchange of the actual and the 5 hgst in the direction of coexisting sheets of past, and

the limpid and the opaque, of the seed and the surroundin g’ pbe-Grillet in that of simultaneous peaks of present: hence the
0

. . . - - g : - . - - . -
raising themselves to the indiscernibility of the reg) radox of Last Year in Marienbad, which participates in the
double system. But, in any event, the time-image has arisen

imaginary, the signs of the crystal go beyond all psycholg,
recollection or dream, and all physics of action. What we ¢ srough direct or transcendental presentation, as a new element
. ost-war cinema, and Welles was master of the time-image . . .

crystal is no longer the empirical progression of time as sy,
of presents, nor its indirect representation as interval or ll1Th-*:re is still another type of chronosign which on this occasion
it is its direct presentation, its constitutive dividing in constitutes time as series: the before and after are no longer
present which is passing and a past which is preserved themselves a matter of external empirical succession, but of the
contemporaneity of the present with the past that it will intrinsic quality of that which becomes in time. Becoming can in
past with the present that it has been. It is time itself whi fact be defined as that which transforms an empirical sequence
in the crystal, and which is constantly recommending its. into a series: a burst of series. A series is a sequence of images,
in two without completing it, since the indiscernible exe which tend in themselves in the direction of a limit, which orients
always renewed and reproduced. The direct time-i and inspires the first sequence (the before), and gives way to
transcendental form of time is what we see in the another sequence organized as series which tends in turn towards
hyalosigns, and_crystalline signs, should therefore another limit (the after). The before and the after are then no
mirrors or seeds of time. longer successive determinations of the course of time, but the
Thus we have the chronosigns which mark the various two sides of the power, or the passage of the power to a higher
ations of the direct time-image. The first concerns power. The direct time-image here does not appear in an order of
time: this order is not made up of succession, nor is it coexistences or simultaneities, but in a becoming as potentia-
thing as the interval or the whole of indirect representa lization, as series of powers. This second type of chronosign, the
matter of the internal relations of time, in a topological genesign, has therefore also the property of bringing into
form. Thus the first chronosign has two figures: som question the notion of truth; for the false ceases to be a simple
the coexistence of all the sheets of past, with the top dppearance or even a lie, in order to achieve that power of
transformation of these sheets, and the overtaking of p t_’“_‘)mlng which constitutes series or degrees, which crosses
cal memory towards a world-memory (this sign can B Mits, carries out metamorphoses, and develops along its whole
sheet, aspect, or facies). Sometimes it is the simultaneity ﬁlh an act of legend, of story-telling. Beyond the true or the
of present, these points breaking with all external succ g b‘_‘“’mi"g as power of the false. Genesigns present several
Bures in this sense. Sometimes, as in Welles, they are characters

carrying out quantic jumps between the presents W E 1
doubled by the past, the future and the present itself (this wh.‘“’"g series as so many degrees of a ‘will to power’ through

be called point or accent). We are no longer in an inqi i"‘fh the world becomes a fable. Sometimes it is a character
distinction between the real and the imaginary, Wh‘d"_ sto pelf crossing a limit, and becoming another, in an act of
characterize the crystal image, but in undecidable alte a::“e”'"g which connects him to a people past or to come: we
between sheets of past, or ‘inexplicable’ differences BEH _té_slet?n the paradox by which this cinema was called ‘cinéma-
points of present, which now concern the direct HmeFHE '}ues[id{ the moment that it brought every model of the true into
What is in play is no longer the real and the imaginary, = a‘liho:-)r;: and there is a double becoming superimposed for the
true and the false. And just as the real and the imaginary © o Ycomes another as much as his character does (as with
indiscernible in certain very specific conditions of the 1M Bt ' who takes the character as ‘intercessor’ or with Rouch
true and the false now become undecidable or inextrica%s by, IndS to become a black, in a quite different non-symmetrical
impossible proceeds from the possible, and the past

we saw how the crystal (the hyalosign) ensures the divid; ssari
€

“ 118 perhaps here that the question of the author and the




276

author’s becoming, of his becoming-other, is already
most acute form in Welles. Sometimes again, in the third
characters dissolve of their own accord, and the author s
there are now only attitudes of bodies, corporeal
forming series, and a gest which connects them together
It is a cinema of bodies which has broken all the more
sensory-motor schema through action being replaced by a
and supposedly true linkage by the gest which produces e
story-telling. Sometimes, finally, the series, their limits
transformations, the degrees of power, may be a matter o
kind of relation of the image: characters, states of one ch
positions of the author, attitudes of bodies, as well as
aesthetic genres, psychological faculties, political powe
or metaphysical categories. Every sequence of images
series in that it moves in the direction of a category in
reflected, the passage of one category to another determ
change of power. What is said in the most simple term
Boulez' music will also be said about Godard’s cinema: b
everything in series, having brought about a
serialism. Everything which functions as limit between
divided into two parts, the before and the after cons
two sides of the limit, will also be called a category (ac
gest, a word, a colour may be a category as easily asa g
the moment that they fulfil the conditions of reflects
organization of series generally takes place horizontally,
Motion with the imaginary, fear, business, music, it is p
the limit or category in which a series is reflected itsel
another series of a higher power, henceforth superim
the first: as in the pictorial category in Passion or the mus
in First Name Carmen. There is in this case a vertical co
of series, which tends to return to coexistence or sim
and to combine the two types of chronosigns.

The so-called classical image had to be considered on tW
These two axes were the co-ordinates of the brain: on
hand, the images were linked or extended according to
association, of continuity, resemblance, contrast, or OpP
on the other hand, associated images were internalized in@
as concept (integration), which was in turn continua!l)’ €
ized in associable or extendable images (differemiauoﬂ)-.
why the whole remained open and changing, at the same
set of images was always taken from a larger set. This 3
double aspect of the movement-image, defining the out-0t=

s
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first place it was in touch with an exterior, in the second
expressed a whole which changes. Movement in its
was the immediate given, and the whole which changes,
¢ is, time, was indirect or mediate representation. But there
tha ¥ continual circulation of the two here, internalization in the
hole, externalization in the image, circle or spiral which
W nstituted for cinema, no less than for philosophy, the model of
coe True as totalization. This model inspired the noosigns of the
cassical image, and there were necessarily two kinds of noosign.
In the first kmd,_ the images were linked by rational cuts, and
formed under this condition an extendable w'ror'ld: between two
jmages or (wo sequences of images, the limit as interval is
included as the end of the one or as the beginning of the other, as
the last image of the first sequence or the first of the second. The
other kind of noosign marked the integration of the sequences
into a whole (self-awareness as internal representation), but also
the differentiation of the whole into extended sequences (belief
inthe external world). And, from one to the other, the whole was
constantly changing at the same time as the images were moving.
Time as measure of movement thus ensured a general system of
commensurability, in this double form of the interval and the

whole. This was the splendour of the classical image.
_ The modern image initiates the reign of ‘incommensurables’ or
irrational cuts: this is to say that the cut no longer forms part of
one or the other image, of one or the other sequence that it
separates and divides. It is on this condition that the succession or
sequence becomes a series, in the sense that we have just analysed.
The interval is set free, the interstice becomes irreducible and
;lands on its own. The first consequence is that the images are no
c[:;n;fe{\;]mkEd b)i ratior}al cuts, but are relinked on to irrational
fou::|d € gave Godard’s series as an example, but they can’be
cWryﬂ*:_\'er)fwhere:', notably in Re_snals (Ehg mqm?qt aro_'und wh‘lch
il‘ra[ionl,r;g.mms and' repasses in Je t'aime je t'aime, is a typical
Bk ed _;'_Ul)- By relinkage must be tfnderslood, not a second
°Tigi:§a|‘.~ ich would come and add itself on, l}ut a mode of
between d;ld ‘spemﬁ‘c linkage, or rather a specific connection
talkip aI( e-linked images. There are no longer groun’ds for
&~ exém)'t;u[ a real or possible extension ca_pa!)lt& of corstituting
cut of fd world: we have ceased to believe iniit, and tl?e image is
'“‘egran rom the external ‘:vorld. But the |nterna_ahzauon or
the re]inlr? of self-awareness in a whole has no less dlsappt?alted:
age takes place through parcelling, whether it is a

I ace ".
extension

was
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The usefulness of theoretical books on cinema has been ¢
into question (especially today, because the times are nog
Godard likes to recall that, when the future directors of
wave were writing, they were not writing about cinema,
not making a theory out of it, it was already their way of
films. However, this remark does not show a great unde
of what is called theory. For theory too is something
made, no less than its object. For many people, philose
something which is not ‘made’, but is pre-existent, ready-x
a prefabricated sky. However, philosophical theory is
practice, just as much as its object. It is no more abstract
object. It is a practice of concepts, and it must be judg
light of the other practices with which it interferes. A thy
cinema is not ‘about’ cinema, but about the concepts that
gives rise to and which are themselves related to other
corresponding to other practices, the practice of col
general having no privilege over others, any more thano
has over others. It is at the level of the interference
practices that things.happen, beings, images, concep
kinds of events. The theory of cinema does not be:
cinema, but on the concepts of the cinema, which 2
practical, effective or existent than cinema itself.
cinema authors are like the great painters or the great mu
it is they who talk best about what they do. But, in ta Il
become something else, they become philosophers or t
cians — even Hawks who wanted no theories, even Godar
he pretends to distrust them. Cinema’s concepts are not |
cinema. And yet they are cinema’s concepts, not theori
cinema. So that there is always a time, midday-midnight, §
must no longer ask ourselves, ‘What is cinema?’ but
philosophy?’ Cinema itself is a new practice of images &
whose theory philosophy must produce as conceptual pr:
For no technical determination, whether applied (ps)'Ch 03
linguistics) or reflexive, is sufficient to constitute the co
cinema itself.

Notes

Beyond the Movement-Image

What Is Cinema?, trans. Hugh Gray, Berkeley: University of
nia Press, 1971, Vol. 11, p. 37 (and the whole of the chapters
on neo-realism). It is Amédée Ayfre who takes up and develops
Bazin's thesis (o give it a pronounced phenomenological expres-
sion: ‘Du premier au second néo-réalisme’, Le néo-réalisme italien,
Etudes cinématographiques. . s
On these films, cf. Jean-Claude Bonnet, ‘Rossellini ou le parti pris
des choses’, Cinématographe, no. 43, janvier 1979. This review
devoted two special numbers to neo-realism, 42 and 43, with the
very apt title ‘Le regard néo-réaliste’.
Translators’ note: Deleuze uses the word ‘bal(l)ade’, an untransla-
table pun on the words ballade (ballad) and baladg (trip or.\ruyag_e).
James Cain’s novel, The Postman Always Rings Twice, has given rise t0
four pieces of work in the cinema: Pierre Chenil (Le dernier tournant,
1939), Visconti (1942), Garnett (1946) and Rafelson (1981). The
first is part of French poetic realism, and the latter two, of American
action-image realism. Jacques Fieschi does a very interesting
comparative analysis of the four films: Cinématographe, no.70,
septembre 1981, pp. 8-9 (the reader is also referred to his article on
Obsession, no. 42).
" These themes are analysed in Visconti, Etudes cinématographiques
especially the articles by Bernard Dort and René Duloquin (cf.
Duloquin, on the subject of Rocco and his Brothers, p. 86: ‘From the
monumental staircase of Milan to the indistinct countryside, the
characters float in a set whose boundaries they cannot reach. They
are real, and so is the set, but their relation is not and approaches
that of a dream.”).
On this ‘communism’ in The Earth Trembles, cf. Yves Guillaume,
Visconti, Editions Universitaires, p. 17 f.
cf. the commentary by Noél Burch, Praxis du cinéma, Gallimard,
Pp.- 112-18.
Barthélemy Amengual, ‘Du spectacle au- spectaculaire’, Fellini I,
Etudes cinématographiques.
Pierre Leprohon has emphasized this notion of report in An-
lonioni: Antonioni, Seghers.

ranslators’ note: ‘Instats’ is a neologism coined by Deleuze.
Fellini has frequently claimed this sympathy for decadence (for
instance, ‘it is not a trial by a judge, it is a trial conducted by an
accomplice’, quoted by Amengual, op.cit., p.9). In contrast, in
relation 1o the world, and the feelings and characters which appear
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in it, Antonioni retains a critical objectivity in which
been discerned an almost Marxist inspiration: cf, the ; :
Gérard Gozlan, Positif, no. 35, juillet 1960. Gozlan p
Antonioni’s fine text: how is it that men rid themselyes
of their scientific and technical concepts when they turn ¢
lacking or unsuitable, whilst they remain attached to ¢
beliefs and feelings which no longer bring anything by
unhappiness, even when they invent an even more
immoralism? (Antonioni’'s words are reprinted in
op. cit., pp. 104-6).

Antonioni, Cinéma 58, septembre 1958. And Leprohon’s f
ation, op.cit., p.76: ‘The story can only be read in
through images which are consequences and no longer ac
Robbe-Grillet, “Temps et description’, Pour un nouveau
Editions de Minuit, p. 127 (English translation: Snaps
wards a New Novel, trans. Barbara Wright, London:
Boyars, 1965). We shall have frequent recourse to the
description in this text of Robbe-Grillet’s.
André Labarthe, Cahiers du cinéma, no. 123, septembre 1
Amengual, op. cit., p. 22.

Claude Ollier, Souvenirs écran, Cahiers du cinéma,
p-86. It is Ollier who analyses the breaks and inje
Antonioni’s images, and the role of the imaginary g
gives parts of space continuity. The excellent analyses
Claire Ropars-Wuilleumier may also be referred to:
how Antonioni does not simply move from a discon
to an empty one, but, simultaneously, from a person
suffering from the absence of another to a person who
ing still more deeply from an absence in himself and in
(L'espace et le temps dans l'univers d’Antonioni’,
Etudes cinématographiques, pp. 22, 27-8, reprinted in L'E
mémoire, Seuil. A
cf. the analyses by Michel Esteve, ‘Les nuits blanches ou le
réel et de l'irréel’, Visconti, Etudes cinématographiques. .
Sadoul, Chroniques du cinéma frangais, 1, Paris: UGE, p. 370
Ollier, op. cit., pp. 234 (on the space in Made in USA).
In Volume I we saw this special sense of light in the
pre-war school, particularly in Grémillon, but Rivette €2
a higher level, picking up Delaunay’s most elevated co
‘In contrast to the cubists, Delaunay does not look for the o
of renewal in the presentation of objects, or more pre==
light at the level of objects. He holds that light creates "'
itself, independently of its reflections on matter ... =
destroys objective forms, what it brings with it is its OFE G
movement . .. It is then that Delaunay discovers that the Z
ments which enliven light are different depending on
the sun or the moon is more prominent ... With
fundamental spectacles of light in movement he
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image of the universe, i_n the forrp of the earthly globe presented as

the locus of eternal mlra_ge§‘ (Pierre Francastel, Du cubisme a l'art

abstrail, Rabr;;{);{; unay, Bibliothéque de I'Ecole pratique des hautes
studes, pp- '

;:—l:;ilsl. ainimf Sainte-Beuve ‘Gérard de Nerval'. Proust ends his

analysis by noting that a medlucre‘dreamer is not going to see

again the places that he has caught in his dream, since it is only a

dream, whilst a true dreamer goes there all the more because itis a

eam.

92 dﬁ(r,dard already said in relation to Vivre sa vie that ‘the external side
of things’ must allow ‘the feeling of inside’ to be given: ‘"How do we
do the inside? Well, precisely by staying prudently outside’, like the

inter. And Godard presents Two or Three Things . . . as adding a
‘subjective description’ to the ‘objective description’ to give a ‘feeling
of a whole' (Jean-Luc Godard par Jean-Luc Godard, Belfond,

. 394-5.

93 Robbe-Grillet, op. cit., p. 66.

94 Emmanuel Carrére has clearly demonstrated this ‘attempt to
approach tactile sensations’ (Werner Herzog, Edilig, p. 25): not only
in Land of Silence and Darkness, which puts before us some deaf and
blind people, but in Kaspar Hauser which has grand dream-visions
coexisting with little tactile gestures (for instance, the pressure of
the thumb and fingers when Kaspar forces himself to think).

25 Donald Richie, Ozu, Editions Lettre du Blanc: *“When he was about

to get down to the script-writing, confident of his list of themes, he

rarely wondered what the story was going to be. He asked himself
instead which people were to occupy his film ... A name was
assigned to each character along with an arsenal of general
characteristics appropriate to his family situation, father, daughter,
aunt, but few recognizable traits. This character would grow, or
rather the dialogue that gave him life would grow . .. beyond all
reference to the plot or story . . . Although the opening scenes are
always full of dialogue, the dialogue seems to turn on no particular
subject ... The character was thus constructed and modelled
almost exclusively by virtue of the conversations he had’

(Pp. 15-26). And, on the ‘one shot, one line’ principle,

A cf. pp. 143-5.

Paul Schrader, Transcendental Style in Film: Ozu, Bresson, Dreyer

97 i’f‘;ﬁll'a_cls in Cahiers du cinéma, no. 286, mars 1978).

98 Urice Leblanc, La vie extravagante de Balthazar, Le Livre de Poche.

n colour in Ozu, see the remarks of Renaud Bezombes, Cinémato-

f)"{f’;*f- no. 41, novembre 1978, p. 47, and no. 52, novembre 1979,

. 58,
.R'."fe"ence should be made to Noél Burch's fine analysis of the
Pillow shot' and its functions: suspension of human presence,
EaSSage to the inanimate, but also reverse passage, pivot, emblem,
% Niribution to the flatness of the image, pictorial composition (Pour
" observateur lointain, Cahiers du cinéma Gallimard, pp. 175-86).
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We simply wonder if there is not room to distinguish twe ¢
things in these ‘pillow shots’. Similarly for what Richie calls
lifes’, pp. 164-70. :
Dogen, Shabogenzo, Editions de la Différence.
cf. Antonioni, ‘The horizon of events’ (Cahiers du cinéma, n,
juillet 1978, p. 11) which insists on European dualism. A
later interview, he returns briefly to this theme, pointin,
the Japanese raise the problem differently (no.342, dé
1982).
Paul Rozenberg sees in this the essence of English romanticism
romantisme anglais, Larousse. :
J. M. G. Le Clezio, “The extra-terrestrial’, in ‘Fellini’, L'Are, no, 4
. 28.
?)n Marxist criticism on the evolution of neo-realism
characters, cf. Le néo-réalisme, Etudes cinématographiques, p. 1
on Marxist criticism in Japan, especially against Ozu,
Burch, op. cit., p. 283. It must be emphasized that in Frz
wave, in its visionary aspect, was deeply understood by Sa
cf. Jean-Luc Godard par Jean-Luc Godard, p. 392.
Marc Chevrie analyses Jean-Pierre Léaud's playing as ‘r
terms close to Blanchot's (Cahiers du cinéma, no. 351, s
1983, pp. 31-3). '
Criticism of metaphor is equally present in the new
Godard, and in the new novel with Robbe-Grillet (Pour un
roman). It is true that, more recently, Godard has taken ins|
from a metaphorical form, for instance, in the case of Passi
knights are metaphors for the bosses’ (Le Monde, 27 mai 1$
as we shall see, this form draws on a genetic and chror
analysis of the image, much more than on a synthesis or ¢
of images.
D. H. Lawrence wrote an important piece in support of th
and against clichés in relation to Cézanne. He shows how p
not a solution; and neither is the pure optical image, with
and disconnections. According to him, it is in the '
Cézanne wins his battle against clichés, rather than in the
and landscapes (‘Introduction to these paintings’, Eros el
Bourgois, pp.253-64). We have seen how the same
applied to Ozu. .
‘Lectosign’ refers to the Greek lekton or Latin dictum, which
what is expressed in a proposition independent of the reid!
of this to its object. Similarly for the image when it Is €aF
intrinsically, independent of its relationship with a SUPFEE
external object. .
Text of Antonioni’s quoted by Leprohon, op. cit., p. 103
we have today eliminated the problem of the bicycle (I am
metaphor, try to understand beyond my words), it is ImP=
see what there is in the spirit and heart of this man whose X outol
been stolen, how he has adapted, what has stayed with him 052
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his past ex{)eriences of the war, the post-war and everything that has
hapPC“ed in our country.’ (And the texton Eros sick, pp. 104-6.)
Noél Burch is one of the first critics to have shown that the
cinemamgrap.hl_c image o_ughl to be read no less than seen and
heard; and this in connection with Ozu (Pour un observateur lointain,
_175). But already in Praxis du cinéma Burch showed how Story of a
Love Affair inaugurated a new relation between story and action,
and gave the camera an ‘auu_momy’, rather like that of a reading
pp- 112-18; and on the ‘continuity grasped through discrepancy’,

p- 47).

41

2 Recapitulation of Images and Signs

| Onall these points, reference may be made to Christian Metz, Essais
sur la signification au cinéma, Klincksieck (particularly Vol. I, ‘Langue
ou langage?’, and ‘Problémes de dénotation’ which analyses the
eight syntagmatic types). Raymond Bellour’s book L'analyse du film,
Albatros, is also essential. In an unpublished work, André Parente
makes a critical study of this semiology, underlining the hypothesis
of narrativity: Narrativité et non-narrativité filmiques.

2 Metz, op.cit., I, pp. 96-9, and 51: Metz takes up Edgar Morin’s
theme which is that the ‘cinematograph’ became ‘cinema’ by
committing itself to a narrative direction. cf. Morin, Le cinéma ou
Thomme imaginaire, Editions de Minuit, ch. 3.

3 Metz had begun by underlining the weakness of paradigmatics, and

the predominance of syntagmatics in the narrative code of cinema

(Essais, 1, pp. 73, 102). But his followers propose to show that, if the

paradigm assumes a specifically cinematographic importance (and

likewise other structural factors), there result new modes of
narration, ‘dysnarrative’ ones. Metz returns to the question in

Psychoanalysis and the Cinema: the imaginary signifier, trans. Celia

Britton efal., London: Macmillan, 1983. For all this, nothing

chang_ed in the hypothesis of semiology, as we shall see.

On this view, it must first be shown that a judgement of resemblance

Or analogy is already subject to codes. However, these codes are not

Specifically cinematographic but socio-cultural in general. It must

therefore be shown in addition that the analogical utterances

lhfmst‘!ves, in each area, refer to specific codes which no longer
lfl‘.eﬂ‘nl!‘le resemblance but internal structure: ‘It is not only from

. € outside that the visual message is partly invested by a language

i_!f‘em‘- - - but equally from the inside and in its very visuality, which

ev’"l)‘ intelligible because its structures are partly non-visual . . . Not
€rything is iconic in the icon . . .’ Once one has opted for analogy
%'F‘%mblance, one moves necessarily to a ‘beyond analogy”: cf.
esnstlam Metz, Essais, 11, pp. 157-9; and Umberto Eco, ‘Sémiologie
Messages visuels', Communications, no. 15, 1970.
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oppositional relation, even if this opposition has to be ‘dj;
resolved.
Epstein, Ecrits, Seghers, pp. 184, 199 (and on ‘Moving
‘floating periods’ and ‘dangling causes’, pp. 364-79). On ‘im
continuity shots’, cf. Eisenstein, p. 59. Noél Burch gives an
of the false continuities in the priest's scene in fvan the T
Praxis du cinéma, Gallimard, pp. 61-3.

Jean-Louis Schefer, L'homme ordinaire du cinéma, Cahiers du cj
Gallimard.

Godard, in connection with Passion, Le Monde, 27 mai 1982,
cf. Claude Beylie's analysis in Visconti, Etudes cinématograph
René Prédal, Alain Resnais, Etudes cinémaltographiques, p. 120,
Proust, A la recherche duv temps perdu, Pléiade, 111, p. 924, '
Vertov, Articles, journaux, projets, Paris: UGE, pp. 129-32. ‘Negaj
is obviously not to be understood in the sense of negation,
indirect or derived: it is the derivative of the ‘visual eq
movement, which also allows the resolution of this
equation. The solution will be ‘the communist decip
reality’.

cf. Narboni, Sylvie Pierre and Rivette, ‘Montage', Cahiers du
no. 210, mars 1969.

Robert Lapoujade, ‘Du montage au montrage’, in ‘Fellini’,
Bonitzer, Le champ aveugle, Cahiers du cinéma/Gallima
‘Montage becomes the order of the day %gain, but in an
tive form that Eisenstein never gave it.’

Tarkovsky, ‘De la figure cinématographique’, Positif,
décembre 1981: ‘Time in cinema becomes the basis of b
sound in music, colour in painting ... Montage is
producing a new quality . . ." cf. Michel Chion’s comments
text of Tarkovsky, Cahiers du cinéma, no. 358, avril 1984, p.
profound intuition about the essence of cinema, when he
assimilate it to a language which combines units such
images, sounds, etc.'

From Recollection to Dreams

Bergson, Matter and Memory, trans. Nancy Margaret F
W. Scott Palmer, London: Macmillan, 1911, pp. 126-9; h
cited as MM. And ‘Intellectual effort’, in Mind — Energy,

Wildon Carr, London: Macmillan, 1920, pp. 164-5; hereafter &
as M—E. We analysed the first chapter of MM in Volume I. H
deal with the second chapter, which introduces a very ditter®
point of view. The third chapter, which is particularly concet=
with time, will be discussed below.
Claude Ollier, himself a nouveau roman writer, says in rela o E
Carabiniers: Godard ‘produces for each shot a very quick revie®
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descriptive and suggestive virtualities before concentrating on
one of them, then at.)andoning it, as soon as it has been indicated,
recisely as he constitutes the whole work through a succession of
renewed appruachps. and at the very moment he finds it undoes it,
‘ves almost the impression of losing interest in it, if not of
urpusely destroying it (Souvenirs écran, Cahiers du cinéma/
Gallimard, p. 129).
The theory of descriptions becomes one of the foundations of
modern logic with Russell. But Bergson, in Matter and Memory, not
only produces a psychology of recognition, but proposes a logic of
description utterly different from Russell’s. Robbe-Grillet's concep-
tion, very strong logically, often extends Bergson's, and is related to
it. cf. “Time and description’, Snapshots, or Towards a New Novel (‘a
double movement of creation and erasure . . .").

its

This is Bergson's first great schema, MM, pp. 127-8. The difficulty
evident in this schema arises from ‘the narrowest’ circuit which is
not presented in a form A A, but A O, because it ‘contains only the
object O itself with the consecutive image which returns to cover it’
(memory immediately consecutive to perception). We shall see
below the reason why there is such a minimum circuit which
necessarily plays the role of internal limit.
MM, pp. 69-77.
C_f._lhe analysis of Jour se leve by André Bazin, Le cinéma frangais de la
libération & la nouvelle vague, Cahiers du cinéma/Editions de L'Etoile,
Pp. 53-75.
Translators’ note: in Labyrinths, Harmondsworth: Penguin, 1970,
Pp. 44-54.
?n this notion of forking, cf. Prigogine and Stengers, Order out of
haos: man’s new dialogue with nature, London: Heinemann, 1984,
. PP 189-90.
ranslators’ note: in English in the original.
ilippe Carcassonne has produced an excellent analysis of the
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flashback in Mankiewicz, as shattering linearity anq
causality: “The flashback would suggest a complementarity g
which would go beyond the temporal dimension; the Vo€
simply the before of the present, it is also its missing piece. 1t
unconscious, and very often the ellipse.’ Carcassonne i
comparison with Chabrol: ‘Far from dispersing the enjgp
return back often serves to underline it, even to make it
impenetrable, by indicating the lacunary chain of enj
preceded it’ (‘Coupez!’, Cinématographe, no. 51, octobre I979)‘
Jean I'.\Jarboni has indicated other points of comparison be
two authors: "Mankiewicz a la troisieme person’, Cahiers dy
no. 153, mars 1964.

This is the sense in which Janet understood it when he ¢
memory as story behaviour: I remember, I constitute a
myself to be able to tell a story. But Nietzsche had alread
memory as promise behaviour: I constitute a memory for m
order to be capable of promising, of keeping a promise,
MM, pp. 162-3 and pp. 1734.

Epstein, in all his written work, emphasized the subjecti
dreamlike states which according to him characterized E
cinema, especially French: Ecrits, 11, p. 64 ff. Soviet cinema
.dream states (Eisenstein, Dovzhenko ...), but also pa
states of the amnesic type, with reconstitution of tatters
ries: Ermler, The Man Who Lost his Memory. Expressionism's
ter with psychoanalysis was made directly about 1927, in the
Pabst on which Abraham and Sachs collaborated, despite
reservations: Secrels of a Soul, which dealt with the obsessia
of a man who dreams of killing his wife with a knife.
MM, p. 129. In chapters I1 and 111 of Matter and Memory and
and V of Mind — Energy, Bergson shows his constant interest
phenomena of memory, dream and amnesia, but also of @
‘panoramic vision' (the vision of the dying, ‘the drow
hung’). He points to something analogous to cinemal
speeding-up: M—-E, pp. 105-6.

Mitry, Le cinéma expérimental, Seghers, p. 96.
Maurice Drouzy (Luis Buiiuel architecte du réve, Lhe
pp- 40-3), analysing the contrast between the two films, ren
that Un chien andalou proceeds in particular through static 8
and includes only a few high-angle shots, dissolves and trac
shots forwards or backwards, one single low-angle shot, on€
shot, and one slow-motion shot; which is why Bunuel
regarded it as a reaction against the avant-garde films of
(not only Ent'racte, but Germaine Dulac’s La coquille et le clerg
whose rich store of techniques was one of the reasons that A
inventor of the idea and screen writer, turned against _l|“s
However, the restrained concept itself implies technical virt
of a different kind: thus, on the problems thrown up for Kea
the dream in Sherlock Junior (the back-projection process
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peing in existence), cf. David Robinson, Buster Keaton, Image et son,

53—4.
R{F;r';i:el Devillers, ‘Réves informulés’, Cinématographe, no. 35, février
‘lgyg, The author cites in particular Louis Malle: “The great nightin
the Lovers restson a dreamlike state where the implication is linked
10 a depersonalization.”
This notion (‘the fact of being inhaled by the world’) has its origin in
the psychiatric work of Binswanger.
Sartre, L'Tmaginaire, Gallimard, pp. 324-5.
Amengual, Fellini I1, Etudes cinématographiques, p. 90.
On verticality and kaleidoscopic vision in Busby Berkeley, cf. Mitry,
Histoire du cinéma, Delarge, IV, pp. 185-8,and V, pp. 582-3.
Alain Masson, La comédie musicale, Stock, pp. 49-50. (And, on what
Masson calls ‘degree zero' or ‘entering dance’, cf. pp. 112-14, 122,
220).
cf. Alain Masson’s excellent analysis of Donen, ibid., pp. 99-103.
Tristan Renaud, *Minnelli’, Dossiers du cinéma: ‘The film set is not
integrated into the mise-en-scéne so as to become one of its consti-
tutive parts, it is its motor’, to the extent that the dynamic of
Minnelli’s films, more important than the story, ‘could be reduced
to a journey through a certain number of film sets which would give
a very precise measurement of the character’s evolution’.
Jacques Fieschi has analysed this ‘dark area’ of dream in Minnelli: in
Yolande, the cruel washerwomen attempt to capture the man with
sheets; and, in The Pirate, the man is not simply absorbed into the
girl's dream; she goes into a violent trance under the influence of
the magician’s ball (Cinématographe, no.34, janvier 1978,
pp- 16—18).
cf. Robert Benayoun, Bonjour Monsieur Lewis, Losefeld.
Translators’ note: in English in the original.
The three films mentioned are by Tashlin. But the collaboration of
the two men makes attribution difficult, and the active autonomy of
the object remains a constant in Lewis's films. Gérard Recasens
(Jerry Lewis, Seghers) sees grounds for Lewis's comic quality in what
he calls ‘the personification of the object’, which he distinguishes
from the tools and machines of earlier burlesque: this distinction
appeals to electronics, but also to a new range of movements and
gestures,
Gérard Rabinovitch has analysed this mutation of gestures and
Movements, new sports, dances and gymnastics which correspond
to the electronic age (Le Monde, 27 juillet 1980, p. 13). All kinds of
Movements can be found in Jerry Lewis which anticipate the recent
ances of the ‘break’ or ‘smurf’ type.
Ah the subject of dreaming in Lewis, cf. the two long analyses by
Ndré Labarthe (Cahiers du cinéma, no. 132, juin 1962) and by
‘.lea_"‘lfuuis Comolli (no. 197, février 1968). Comolli talks about a
c“r 'quity of waves [which] spread out’.
-Jean-Louis Schefer ‘La vitrine’, and Serge Daney, ‘Eloge de Tati’,
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Cahiers du cinéma, no.303, septembre 1979. From My 1983, p- 6. This article contains an excellent analysis of the whole of
Holiday, Bazin had shown how situations opened on to a tj Zanussi's wor‘k. _ . _
(‘M. Hulot et le temps’, (Qu'est-ce que le cinéma?, Editions dy ad ean-Marie Sabatier’s analysis of Browning, Les classiques du
Translators’ note: a game in which the player who is ‘it' m cinéma_fantastique, Balland, PpP- 83T5: 'The whole of Browning's
gain possession of one of the four corners, rather like 'y work restson the spectacle-reality dialectic . . . This readiness of the
chairs’. actor to be transformed from real man to dreamed man, with the
Claude Ollier noted these crossings or cross-checkin rowth of power which that implies, is not really a consequence of
acters, and these ‘slippages’ of action from Lola (which Dem, the theme of the double as it occurs in the German Romantics or in
conceived as a sung comedy) onwards: Souvenirs écran, the Jekyll and Hyde myth. Rather than a double, it is a matter of a
Similarly, in A Room in Town, Jacques Fieschi points out the g reflection, a reflection that exists only because of someone else’s
that make the characters intersect with each other in the col gaze, while, beneath the mask, the face lives in shadow.’

flat, as if in a ‘charmed circle’ which goes beyond narrati On the ship, \_'ision.th_e visible and the invisible, the transparent and
Dominique Rinieri emphasizes the pictorial autonomy of the opaque in Me}yllle's work, 1_:f. Régis Durand, Meluille, Age
set, and the ‘unhooking of action’ in the music (cf. Ci d’homme, and P‘hnhppe Jaworski, ‘Le désert et I'empire’, thesis,
no. 82, octobre 1982). University of Paris VIL.

On the resemblance between Herzog's landscapes and the crystal-
line and visionary painting of Friedrich, cf. Alain Masson, ‘La toile
et I'écran’, Positif, no. 159,

Translators’ note: the word ‘lavé’ has the sense of ‘washed out’ or
‘watery’ and of the ‘wash’ used by an artist.

Serge Daney, Libération, 27 janvier 1982: “The Americans have
taken the study of continuous movement a very long way ... a
movement which empties the image of its weight and its material . . .
In Europe, even in the USSR, there are those who allow themselves
the luxury of questioning movement in its other side: slowed down
and discontinuous. Paradjanov, Tarkovsky (but already Eisenstein,
Dovzhenko or Barnet) watch matter accumulate and become
blocked, a geology of elements, filth and treasures being created in
slow motion. They create the cinema of the Soviet Bloc, that
motionless empire. Whether the empire likes it or not.

Daniel Rocher has made a detailed analysis of the white and the
black, the limpid and the opaque, and their distribution and
exchange in Last Year in Marienbad: cf. Alain Resnais et Alain
Robbe-Grillet, Etudes cinématographiques. And Robert Benayoun,
Stressing the tiling, the white frosts and the black jewels: Marienbad
15 a sort of fortune-teller's crystal-ball’ (Alain Resnais arpenteur de
limaginaire, Stock, p. 97).

R_if}'m(md Bellour and Alain Virmaux compared Fellini's 8/2 with
Gide's novel in a general way: Fellini I, Etudes cinématographiques.

redéric Vitoux underlines the crystalline aspect of the images of
l’h_f: sailor led into the house: ‘A very bright yellow light falls on the
i‘“!“f giving him a luminous outline, whilst the room as a whole and
;;' Clay himself remain in the cold penumbra of blue-grey lights’
S %f, no. 167, mars 1975, p. 57).
G e “tf'iew Cinématographe devoted two special issues to ‘money in
w;“:'_!la » nos 26 and 27, avril and mai 1977. Analysing the films
ha]t“-(f money plays an important role, we encounter, as it were
urally, the theme of the ilm reflected in the film. A forerunner is

The Crystals of Time

Bergson, MM, pp. 166-7, M—E, pp. 135-6: we saw in th
chapter how the Bergsonian schema of circuits appeared to
anomaly when we considered ‘the narrowest’ circle, the one
‘the nearest to immediate perception: MM, p. 127.
Jean Ricardou has developed the theory of descriptic
double direction of ‘capture’ and ‘freeing’: sometimes
and events which are apparently real become fixed in a
tation’, sometimes the opposite: Le nouveau roman, Seuil,
21. These procedures are common in Robbe-Grillet's films.
cf. what Hjelmslev says of ‘content’ and ‘expression’: ‘Itis i
to maintain that it is legitimate to call one of these din
expression and the other content, and not the reve
definition is a matter of solidarity involving them both, anc
of them can be defined more specifically. Taken separately,
only be defined by opposition and in a relative way, as func
single function which contrast with one another.’ (Prolége
théorie du langage, Editions de Minuit, p. 85). ‘
Bachelard, La terre et les réveries de la volonté, Corta, p. 290 (
crystal). ) :
On ‘camera movement through 360° with several mi
Ciment, Le livre de Losey, Stock, pp. 261-2,274. y
Serge Daney observed that, in eastern European qucmar :
power undergoes a significant expansion, because it 1S -
that can be shown and subjected to criticism (polgucal 5
out of reach): hence the coexistence of everyday life aﬂfd"‘
discourse ‘off’. cf. La rampe, Cahiers du cinéma/Gallimarc: '
the subject of Zanussi and Makavejev). g7, m
Peter Cowie, ‘La chute d'un corps’, Cinématographe, n°:
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the article by Mireille Latil, ‘Bresson et I'argent’, which ang],
role and importance of money in the work of Bresson w,
the production of the film of the same name.

Marcel I'Herbier, ‘Le cinématographe et I'espace, Chroniq
ciere’, reprinted in Noél Burch, Marcel 'Herbier, Seghers,
104.

M-E, p. 130: ‘How would recollection only arise after ev
over? It will be noted that Bergson does not talk about crys
only images he points to are optical, acoustic, or magnetic.
M-E, pp. 135-8.

M-E, p. 135.

All these themes are dealt with in MM, ch. I11.

Hence Bergson's second great schema, the famous cone
p-211.

At

B" I.:'

Y 75

The point S is clearly the actual present; but this is not:
speaking a point, since it already includes the past of this #
the virtual image which doubles the actual image. As for ¢
A'B’ . . . sections of the cone, they are not psychological i
which recollections-images would correspond; they are.
virtual circuits, each of which contains all our past as
preserved in itself (pure recollection). Bergson is quite un
in this respect. Psychological circuits of recollection-t
dream-images are produced only when we ‘leap’ from S ":’l
these sections, to actualize some virtuality of it which m

move down into a new present §'. A
M-E, p. 130. This is the third schema, which Bergson does N
the need to draw:
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ean Ricardou, p.73. Similarly, referring to Browning's work,
Sabatier said: it is a reflection, not a double.
Félix Guattari produced this idea of ‘crystal of time’: L’inconscient
machinique, Ed. Recherches.
Michel Devillers, ‘Ophiils ou la traversée du décor’, Cinématographe,
no. 33, décembre 1977. In the same issue, Louis Audibert (‘Max
Ophiils et la mise en scéne’) analyses a double tension in the
crystal-image in Ophiils: on the one hand the transparent side and
the opaque side (hiding-places, bars, fetters, spy-holes) of the crystal
itself; on the other hand, the immobility, and the movement of what
is seen in the crystal. Each character is followed on his course to a
point of immobility which usually coincides with a stationary figure
or film set, a brief moment of uncertainty ... Movement, in
fantastic ellipses, tears time from the wretched dimension of space.’
As in the succession of waltzes in Madame de . . . .
Bazin pointed to this substitution of the scene by the shot, brought
about by depth of field: Jean Renoir, Champ libre, pp. 804 (and
What Is Cinema?, Vol. 1, pp. 91-3). But, for him, depth of field has a
reality-function, even and especially when it underlines the
ambiguity of the verb. On the other hand, we think that there are
many different functions of depth depending on authors and films
alike. Michaél Romm saw in it a theatrical function (L’art du cinéma de
Pierre Lherminier, Seghers, pp. 227-9). And it is often so in Renoir,
e}\]'en if the function changes or evolves into the flow of the sequence
shot,
On Renoir’s ‘apparent casualness’, cf. Bazin, pp. 69-71. The fact is
that often in Renoir the actor plays the role of a character in the
Process o1 nimself playing a role: thus Boudu tries successive roles
in the bookshop, and, in La régle du jeu, the gamekeeper tries the
role of manservant, as the marquis tries all aspects of the role of
Mmarquis. Rohmer will talk in this regard of a kind of exaggeration in
Renoir, and points to the selective function which becomes evident
M it: “This exaggeration has its respites, as if the actor, tired of
Pretending, got his wind back, not by becoming himself (the actor)
agan.\, but by identifying with the character. With the result that
Credibility is strengthened: the character, playing his character,

Comes the character again, when he is not playing, whilst the

3“0 T, playing the character, only becomes the actor again’ (Le goit
¢la beauté, Cahiers du cinéma/Editions de I'Etoile, p. 208.
cf. Iruffaut, in Bazin, pp- 260-2. It is in The Golden Coach that

€noir's question, ‘Where does theatre end and life begin?', occurs.
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This is true not only of Fellini. Ollier gave a complete brea
the types of image in Last Year in Marienbad: recollection.
desire, pseudo-recollection, fantasy, hypothesis, calculagies
soir 2 Marienbad’, La Nouvelle Revue frangaise, octobre et ng
1961). )
Barthélemy Amengual devoted two articles to the idea of g
and its evolution in Fellini: Fellini I and 1. He shows hoyw.
earlier films, it is still a matter of leaving and finding an i
from Cabiria, one returns; and later there is no question of
out at all: I, pp. 15-16. Amengual analyses the halg
compartmentalized form of the giant Luna Park or
exhibition' that Fellini constructs from one film to the
pp. 89-93. He rightly contrasts him with Renoir, but in
are hard on Renoir (I, p.26). We, however, do not see
respect the theme of ‘theatre-life’ is less profound in Renoi
Fellini’s conception of the spectacle, as long as we
reflections in their respective cinematographic context: o
context, both alike are worthless. A
cf. Mireille Latil-Le Dantec’s analysis of Clowns, in Fellini 1.
cf. Henry Miller's pages for an opera project with V; :
Air-Conditioned Nightmare, Heinemann: London, 1962, p
Guattari specifically develops his analysis of the ‘crysta
relation to the ritornello or ‘little phrase’ in Proust’s
Guattari, op.cit., pp.239 ff.' Reference may also be
Clément Rosset's text on the ritornello, notably on Ravs
‘Archives’, La Nouvelle Revue frangaise, no. 373, février 1
on the gallop as musical schema identified through
cultures, cf. Francois-Bernard Mache, Musique,
Klincksieck, p. 26.

Translators’ note: ‘Augustes’, strictly a type of circus clow:
made up and brightly costumed, who perform ‘linking pi
Philippe de Lara, Cinématographe, no. 30, septembre 1977
Terra Trema was a character-film, the most important ci
would be time: its rhythms, its cutting constitute the film's
it is time which, in the argument, is the principal reason
fishermen’s failure.’

Itis possible to make a list of themes linking Viscontiand F
crystalline world of aristocrats; its internal decomposition; i
seen crosswise (the Dreyfus affair, the 1914 war); the lot_)-]ﬂ 3
time, which also gives the unity of art or rediscovered timé;
defined as families of spirit rather than social groups . -« =
Villien has made a very interesting comparative analysis ©
projects of Visconti and of Losey (scenario by Harol
Cinématographe, no.42, décembre 1978, pp.25-9. How
cannot go along with this analysis because it credits LoseY=
with an awareness of time which would be lacking in Viscont!
would give an almost naturalistic version of Proust. The oPF
would rather be the case: Visconti is in a profoun

otes

film-maker of time, while the ‘naturalism’ specific to Losey leads

him to subordinate time to originary worlds and their drives (we

have tried to show this earlier). It is a point of view which is also
resent in Proust. .

paroncelli, Le Monde, 18 juin 1963.

Peaks of Present and Sheets of Past

Translators’ note: the ratio cognoscendi of a thing is its being in the
mode of being known; the ratio essendi of a thing is its essence or
‘formal reason’.

This is the development of the themes of ch. III of Matter and
Mer 1y that we saw earlier (the second schema of time, the cone):
pp- 210-25.

This fine piece by Groethuysen (‘De quelques aspects du temps',
Recherches philosophiques, V, 1935—6) has echoes of Péguy and
Bergson. In Clio, p. 230, Péguy made a distinction between history
and memory: ‘History is essentially longitudinal, memory essen-
tially vertical. History essentially consists of passing along the event.
Being inside the event, memory essentially and above all consists of
not leaving it, staying in it and going back through it from within.’
Bergson had proposed a schema, what might be called his fourth
schema of time, to distinguish between the spatial vision which
passes along the event, and the temporal vision which goes deep
inside the event: MM, p. 184.

A |

Ka ﬂ‘d Un champion de jeune, IV.
Daniel Rocher has compared Marienbad and Mallarmé’s dice throw,
Number starry progeny’, ‘total addition in formation’: Alain Resnais
et Alain Robbe-Grillet, Etudes cinématographiques.
L. Jean-Claude Bonnet, ‘L'innocence du réve’, Cinématographe,
10.92, septembre 1983, p. 16.

€ sadistic characters in my novels are always of a special sort in
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that they attempt to immobilize something which is mgy l vchologie du cinéma, Ed. Universitaires, 11, p.40. In the second
Trans-Europe Express, the young woman never stops movin, “INg'; in ycholo 2 S

direction: ‘Him, he is there, he is watching me, and | thinf e
can feel arising in him the desire to stop that’ It ig th,
transformation from a motor-situation to a purely optical sitya;
The passage is quoted by André Gardies, Alain Robbe.¢,
Seghers, p. 74. T
Mireille Latil-Le Dantec, ‘Notes sur la fiction et l'imaginaimr
Resnais et Robbe-Grillet', Alain Resnais and Alain Robbe.
p- 126. On a chronology of Marienbad, cf. Cahiers du cinéma,
and 125.

Many commentators see this necessity of going beyond the
the real and the imaginary: beginning with the adherents
language-based semiology who find in Robbe-Grillet a key exa
(cf. Chateau and Jost, Nouveau cinéma nouvelle sémiologie, Editior
Minuit, and Gardies, Le cinéma de Robbe-Grillet, Albatros). B
them, the third level is that of the ‘signifier’, whilst our e
concerns the time-image and its a-signifying power.
This is the difference suggested by Robbe-Grillet between
and Faulkner (Snapshots, or Towards a New Novel). And,
chapter ‘Time and description’, he says that the new n
modern cinema are very little concerned with time; he
Resnais for being too interested in memory and forgetting.
cf. MM, p. 223,
Petr Kral, ‘Le film comme labyrinthe’, Positif, no. 256, j
‘We cross the court and the years that slipped away at t
time.’

On the opposition between these two ideas of depth, in the
and seventeenth centuries, cf. Wolfflin, Principles in the His
London: Bell, 1932, ch. I1. Wolfflin analyses the ‘baroque”
the seventeenth century on the basis of Tintoretto’s diag
anomalies of dimension in Vermeer, the gaps in Rubens,
Claudel said that depth, for instance, in Rembrandt,. \
‘invitation to recall' (‘sensation has aroused recollection
recollection in turn reaches and successively destroys the sup
posed layers of memory’, L'oeil écoute, Oeuvres en prose, f
p. 195). Bergson and Merleau-Ponty showed how ‘distance
ch. 1), and ‘depth’ (Phenomenology of Perception) were
dimensions.

cf. Wélfflin, op. cit., p. 97 and p. 185. B
The Bazin—Mitry discussion is relevant to both problems. Bt
seems that Mitry is much closer to Bazin than he thinks. In the T
place, is there something new in Welles's depth of field or
return to an old procedure which was an inseparable part©
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[ace, is the function of this new depth a freer reality-function, or is
it just as restrictive as any other depth, as Mitry believes? In any case,
pazin willingly recognized the theatrical character of depth of field,
in Wyler as much as in Renoir. He analyses one of Wyler's shots, in
The Snake, where the fixed camera records the totality of a scene in
depth, as in the theatre. But, in fact, the cinematographic element
means that the character situated in the sitting-room may leave the
frame twice, first to the right in the foreground, then to the left in
the background, before falling down the stairs: the out-of-frame
has a quite different function from the wings of a theatre (‘William
Wyler ou le janséniste de la mise en scéne’, Revue du cinéma, nos 10
and 11, février and mars 1948). Cinema here produces an ‘excess of
theatricality’, which will in the end strengthen the feeling of reality.
What can be said, then, is that Bazin, while acknowledging the
plurality of functions enjoyed by depth of field, upheld the primacy
of the reality-function.

MM, p. 125: the two forms of memory are ‘sheets of recollections’
and the ‘contraction’ of the present.

Bazin has often analysed this kitchen scene, but without making it
dependent on the function of remembering which takes place (or
tries to take place) in it. Yet the same thing often happens in Wyler,
depth being linked to the recollections of two characters: as in a
sequence shot in The Best Years of Our Life analysed by Bazin in his
article on Wyler, but also a shot in L'insoumise analysed by Mitry,
where two characters meet again and confront each other in a kind
of memory challenge (the heroine has put on her red dress
again. . .). In this last example, depth of field produces a maximum
contraction which would be impossible by shot-reverse shot: the
camera is in a low-angle position behind one of the characters, and
simultaneously catches the clenched hand of one and the trembling
face of the other (Mitry).

Jean Collet, ‘La soif du mal, ou Orson Welles et la soif d'une
transcendance’, Orson Welles, Etudes cinématographiques, p. 115 (there
Is one point where we have to disagree with this text, as we will see
below, namely the appeal to transcendance).

MM, p. 133: according to Bergson these are the two principal forms
ofillness of memory.

" contrast to arbitrary comparisons, Amengual is right to make a
Point-by-point comparison between Rosebud (or the glass ball) and
P.Tnust's madeleine: there is no search for lost time in Welles. cf.
Etudes cinématographiques, pp. 64-5.

The very foundations of existence are tragic. Man is not living, as
€ 0 € _was ar : ho shows People are fond of saying, in a transient crisis. The whole thing has
cinema, as Mitry reminds us? Yet it is Mitry himself who s - dways been a crisis.” (Quoted by Michel Estéve. ‘Notes sur les
in Intolerance, there is only juxtaposition of parallel shots fonctions de la mort dans l'univers de Welles', Etudes cinématogra-
interaction as in Renoir and Welles (with the great angular S% Phiques, p. 41.)
he thus confirms Bazin's view of this social point. cf. Estf ‘¢ hero is an ordinary man, but ‘conscious of his madness’.
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Confronted with these pasts that he does not know of or rec
he says: ‘I thought I was in the grip of delirium, then
returned, and it was then that I thought I was madq’
Legrand shows that two levels may be envisaged: Welles the .
who plays the character of O'Hara, hollowly, as a hallyciy
sleepwalker; and Welles the author, who projects himself i
three hallucinating characters (Positif, no. 256, juin 1982),
It is the topography of The Trial (and also of The Castle) which
on adepth of field: places that are very far apart or even opposed.
the foreground, are next to each other in the background. 7
extent that space, as Michel Ciment puts it, is constantly
appearing: ‘The viewer, as the film develops, loses all sense of g
and the painter’s house, the courthouse and the church are
then on in contact with each other.’ (Les conquérants d'un »
monde, Gallimard, p. 219.)
Herman Melville, Pierre, or the ambiguities, American Library;
York, 1964.
Bazin, Orson Welles, Ed. du Cerf, p. 90. Michel Chion finds
motif earlier in the opening of Citizen Kane: ‘To a ca
archaic music, disparate landscapes succeed each other
atmosphere of primitive chaos, of total disorder where the
of earth and water are not yet separate. The only traces of
monkeys, a reference to a pre-human past . . .” (La voix au
Cahiers du cinéma Editions de I'Etoile, p. 78.)
Michel Chion, recalling the influence that radio contin
cised on Welles, talks about a ‘central immobility of the vo
when it is the voice of characters in movement. And, co
moving bodies themselves tend to a massive inertia ¥
embody the fixed point of the voice. cf. ‘Notes sur la voix cl
Welles’, Orson Welles, Cahiers du cinéma, p. 93.
In Hiroshima mon amour, the present is the place of a fo
which is already concerned with itself, and the character
Japanese man is as it were blurred. In Last Year in Mt
Marie-Claire Ropars sums up the whole as follows: ‘At th
where the account, imaginary or not, of a first
Marienbad has become totally bound up with the second 1
which it has modified, at this moment the present story
second meeting in turn tips over into the past, and the na
voice begins again to recall it in the imperfect, as if a third
were now being prepared, overshadowing the one that
taken place, rather as if this whole story never ceased bein
one. .. (L'écran de la mémoire, Seuil, p. 115) .
Bernard Pingaud, in particular, underlined this disappear
the fixed point in Resnais (in contrast to Welles), which was al
in Hiroshima mon amour: cf. Premier Plan, no. 18, oclobl:c 1
Itis a matter of the precise moment when the machine 15 €O
to be taking the hero back, the minute when he came out &
water on to the beach, which is taken up and modified throUs=
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the film. Gaston Bounoure comments: ‘Claude has swum, swims
and will swim arour}d this minute in which his whole life is enclosed.
Unassailable and inaccessible, it flashes like a diamond in the
labyrimh of time." (Alain Resnais, Seghers, p. 86.)
An analysis of the Boulanger transformations, and the notion of age
which goes with them, may be found in Prigogine and Stengers,
Order out of Chaos, pp.267-80. The authors draw some original
conclusions which link up with Bergson. There is a close relation
between Prigogine’s transformations and the sections of the
Bergsonian cone. Our concern with all this is with its simplest and
least scientific aspects. The intention, basically, is to show that
Resnais does not apply scientific data to cinema but creates, in his
rticular cinematographic way, something that has its counterpart
in mathematics and physics (and also in biology, explicitly invoked
in My American Uncle). We might talk about an implicit relation
between Resnais and Prigogine and likewise between Godard and
René Thom.
cf. René Prédal, Alain Resnais, Etudes cinématographiques, p. 23.
One of the finest books on Resnais is that of Gaston Bounoure,
because of its power and density. He is the first to suggest relations
between the short and long features in which they throw light on
each other. He understands memory in Resnais as a memory-world
in which infinity goes beyond recollection, and mobilizes all the
faculties (e.g., p.72). And he analyses in particular the relation
between the continuous shot and hacked montage as two things in
correlation: cf. his commentary on Muriel, on what he calls ‘seasons’
(what we call ‘ages’), and on the shared identity of cutting-
continuum and cut-sliding (pp. 62-5). On fragmentation in Muriel,
reference may also be made to Didier Goldschmidt, ‘Boulogne mon
amour’, Cinématographe, no. 88, avril 1983.
Mari‘c-(jlaire Ropars-Wuilleumier, p.69: ‘It is no accident (in
Muriel) that everything begins in alternating close-ups of everyday
objects, a door-knob, a kettle, and ends in an empty flat where
Static roses seem suddenly artificial.” And Robert Benayoun: ‘At
the opening of My American Uncle, Resnais makes a catalogue of
mudel‘ objects pass before us juxtaposed with landscapes or
Portraits without establishing any hierarchy between them’ (Alain
Resnais arpenteur de l'tmaginaire, Stock, p. 185). The reader is also
;frfcr‘rcd to René Prédal’s chapter, ‘Des objets plus parlants que les
es’,
Youssef Ishaghpour, D'une image a lU'autre, Médiations, p. 182.
Uonoure, op. cit., p. 67.
"Uhf‘fl Ber_layoun. for instance, challenges from the outset any
I';S"Pl‘etanon of Resnais by memory, or even by time (pp. 163,
m;). But he hardly justiﬁqs his view, and it seems that for hlm
L_““f_ﬂl‘y and time are reduublc: to flashback. For his part, Resnais is
lh}; stmple, and more Bergsonian: ‘1 have always protested against
word memory, but not against the word imaginary or the word
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consciousness . . . If cinema is not a method “fjugglings ’
with time, in any event the method which is the best ada
Thisis not the consequence of a deliberate act of will. I think
theme of memory is present each time that a piece is wrj
painting painted . . . Personally, I prefer the words conscig
and imaginary rather than memory, but consciousness is ok
part of memory’ (pp. 212-13).

38 M-E, pp. 131-2. And MM, pp. 170-1.

39 cf. Robbe-Grillet, L'année derniére a Marienbad, Editions de
p- 13: “The whole film is the story of a persuasion.’ And Res
of hypnosis, Cahiers du cinéma, no. 123, septembre 1961.

40 Benayoun, op. cit., p. 205. |

41 In his interviews, Resnais often returns to these two th
feelings beyond characters, and the gaining of awareness
critical thought which results. This is a method of eritical
closer to what Dali called the critical-paranoiac method
Brecht's methods. René Prédal has brought this aspect out
Brecht, in the theatre, achieved this result by distantiation, §
by contrast, arouses a true fascination. This sort of hypn
purely aesthetic origin, de-dramatizes the anecdote,
identification with the characters and directs the public's at
to the lonely feelings which drive the hero’ (op. cit., p. 163

42  Je taime je taime fits this formulation very well. There
affinity, it seems to us, between Resnais’ work and Andre
great novel Petersburg which is based on what Bely calls ‘the
of shadows’ and ‘the cerebral game’. With Bely the city and th
are in topological contact; ‘all that passed before his eyes,
piano, mirrors, mother-of-pearl, the inlay of the tables, was
stimulation of the cerebral membrane, unless it was defic
the cerebellum’; and a continuum is continuously prod
tween visceral organic states, political states of society and m
logical states of the world. In this regard Providence is pal
close to Bely's novel. There is a method of critical hypmﬂﬂi‘li :
authors. cf. Bely, Petersburg, translated by Robert A. Maguire
John E. Malmstad, Harmondsworth: Penguin, 1983.

6 The Powers of the False

1 At the beginning of chapter 111 of MM, Bergson shows initially
common sense is opposed to two poles of existence, the conné
which determine a continuity and discontinuous appeard
consciousness. But, from a more profound perspective, -
two elements which refuse separation and mix together to
degrees: pp. 189-91. _ e

2  Sylvette Baudrot says, in relation to Last Year in Marienbad,

‘is entirely composed of false continuities ... there are
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continuities of feelings'. Similarly in Muriel, or in La guerre est finie; if
(he character moved from right to leftin one shot, in the following
shot he had to move from left to right, or come straight forward, so
(hat there isa shock, a contrast. (Alain Resnais, L'Arc, no. 31, p. 50).
Gilbert Simondon, L'individu et sa genése physico-biologique, PUF,

233.

Pi p. M. Schuhl, Le dominateur et les possibles, PUF (on the role of this
saradox in Greek philosophy). Jules Vuillemin has taken up the
whole question in Nécessité ou contingence, Editions de Minuit.
of. Leibniz, Theodicy, sections 414—16; in this astonishing text, which
we consider a source of all modern literature, Leibniz presents
‘contingent futures’ as so many compartments making up a
pyramid of crystal. In one compartment Sextus does not goto Rome
and cultivates his garden in Corinth; in another he becomes king in
Thrace; but in another, he goes to Rome and takes power . . . It will
be noticed that this text is presented in a very complex and
inextricable narration, even though it presumes to save the Truth; it
is first a dialogue between Valla and Antony, in which is inserted
another dialogue between Sextus and the oracle of Apollo, then this
is succeeded by a third dialogue, Sextus and Jupiter, which gives
way to the Theodorus and Pallas discussion at the end of which
Theodorus wakes up.

Borges, ‘The garden with forking paths’, in Labyrinths, trans.
Donald A. Yates, Harmondsworth: Penguin, 1970.
cf. Alain Bergala, ‘Le vrai, le faux, le factice’, Cahiers du cinéma,
no. 351, septembre 1983. He criticizes the ready-made formul-
ations which follow from this new system of the image (and
obviously every system of images has its imitations which appear
very quickly). Bergala suggests a criterion: the film set must not
remain lifeless, pretending to stand for itself, but must link up with
a falsifying narration, which for its part is not arbitrary but has a

Justification. In relation to Welles, he entitled a block of images,
“The powers of the false’ (Orson Welles, Cahiers du cinéma, p. 69). The
reader is referred to an important article by Pascal Bonitzer, ‘Lart
du faux: métamorphoses’ (Raoul Ruiz, Cahiers du cinéma).

Melville's novel, The Confidence man, has been translated by Henri
I'homas with the title Le grand escroc, Editions de Minuit (the
expression occurs in Melville). Godard’s short film (1964) was part
of a series making up Les plus belles escroqueries du monde. The
breakdown of the cutting has been published in L'Avant-scéne du
néma, no. 46.
lshaghpour, D’une image a l'autre, p. 206.

As Régis Durand says, summarizing one of Melville's narrative
Procedures, ‘someone repeats a story that he has got from another
character, who, by way of justification, invokes the testimony of
Other characters who are no more than the first one variously
disguised’. The man with the cap comes to cast doubt on the
supposed disasters whose story he has heard; now these calamities
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are those which would have befallen a man who is none other ]
himself in another disguise, and whose story has been
another individual who is also a version of himself. (Melville. ;
métaphores, Age d’homme, pp. 129-30.) 1
For instance, in Robbe-Grillet, it is the erotic scenes which
role of descriptions, tending to immobility (tying up, chainip,
woman), whilst the narration passes through every Ml’?;
transport as sources of false movement.

It is on this point that the followers of Christian Metz
introduced important semiological changes concerning ‘mogd
cinema’; on dysnarrative in Robbe-Grillet (who created the wy
cf. Chateau and Jost, Nouveau cinéma nouvelle sémiologi
Gardies, Le cinéma de Robbe-Grillet. The reader is also refi
relation to Resnais, to the book on Muriel, Galilée (M.
M.-C. Ropars and C. Baiblé).

In most interviews with Welles, the critique of the notion of
comes back to the impossibility of judging man and life. cf. Jean:
‘Orson Welles ou le refus de juger’, Orson Welles, Etudes cinéma
phigues.

The collaboration between Lang and Brecht occurred in Ha
Also Die, but was very ambiguous. For instance, at the begi
the film, the question of knowing if the resistance fighi
legitimately compromise their compatriots is raised, beca
Nazis detain and kill innocent hostages; the young girl
resistance fighter to give himself up in order to save her fz
has been taken hostage. But a little afterwards, and still to
father, she does not hesitate in accepting the sacrifice of a
shopkeeper who refuses to denounce her herself.
properly Brechtian process in this, where the viewer is made
of a problem or a contradiction, and led to resolve them in h
way (distancing). What Lang is responsible for is a quite dif
process: the way in which someone betrays himself, but in :
way that the appearance will be contrasted with other appea!
in a different connection (not only the informer who inad .
‘gives himself away’, but also the resistance fighter who has
traces of red on his lips, this time too perfectly, to give
impression of a love-scene). The two processes may interming
converge towards a similar effect, but they are very distan
each other. Y
Translators' note: Twilight of the Idols, trans. R. J. Hollinge
Harmondsworth: Penguin, 1968, p. 41. o
On body-forces, cf. Petr Kral, ‘Le film comme Iabyrind‘lc'
no. 256, juin 1982, and Jean Narboni, ‘Un cinéma en P]
Orson Welles, Cahiers du cinéma (Narboni compares ‘chard
according to Welles and the Nietzschean will to power). :ﬂﬂ‘
Interview with Welles, Cahiers du cinéma, p. 42: about the ba oy
Falstaff. Similarly the cut-up montage of the characters it
from Shanghai is suggestive for Didier Goldschmidt: the shots dO7=
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link up, ‘they rush at each other, the series of cross-cuttings in
extreme close-up, especially of O’'Hara and Grisby, tip the weight of
the image from left to right; movements are brusquely interrupted;
everything contributes to the freeing of an energy which conditions
an almost exclusively plastic perception of the film’ (Cinématographe,
no. 75, fé\'ricr 1982. p. 6‘4).

<f. Robin Wood's detailed analyses of Touch of Evil (Positif, no. 167,
mars 1975): Vargas and Quinlan, ‘each of the two men dominates
the frame in turn, or both occupy the image in an ephemeral and
precarious equilibrium’.

On the ‘impotence’ of Welles's characters, as ‘price to pay for
exercising the power of voice and script’, cf. Michel Chion, Orson
Welles, Cahiers du cinéma, p.93. Similarly, Lago's assumed sexual
impotence is nota motive or explanation but refers at a deeper level
to a certain state or quality of life (Marienstras, ‘Orson Welles
interpréte et continuateur de Shakespeare’, Positif, no. 167).

of. the interview, in Bazin, Orson Welles, Ed. du Cerf, p. 178. The
frog is the truthful animal because it believes in pacts and contracts.
But, in practice, there are only fluctuating ‘partners’ (‘You talk as if
there was a kind of contract between us, but there isn’t, we are
partners here’, Touch of Evil). It is true that Welles begins by saying
that it is better to make judgements in the name of higher values
rather than ‘on one’s own authority’ (p. 154). But, a little further on,
he says that each is as dreadful as the other (p. 160).

This is the problem which dominates the Bazin interview. Welles is
happy to acknowledge the ‘ambiguity’ of his position: he does not
have the same clarity as Nietzsche, even though he is preoccupied
with the same theme, that of an ‘aristocratic morality.'

Welles makes some lyrical declarations about Falstaff’s vital good-
ness: ‘He is goodness; he is the character in whom I believe the
most . . . his goodness is like the bread and the wine’ (interview,
Cahiers du cinéma, p. 41; and also Marienstras, op. cit., p. 43).

On all these subijects, cf. Michel Serres, Le systéme de Leibniz, PUF, 1,
pp- 151-74, 11, pp. 648-67.

Charles Tesson (Cahiers du cinéma) analyses depth of field as a factor
of disequilibrium, ‘off-balance’: it is as if a scorpion were filmed
head on, ‘the important thing is not in front but at the back’, to the
extent that the image must ‘topple over towards a pure clair-
voyance'. There is an effect of toppling over in the sequence shot as
well as in short montage.

Among Welles's projects is The Dreamers, inspired by Isak Dinesen: a
classical singer who has lost her voice after a painful love affair finds
 small boy in the village choir who has exactly the same voice; she
gives him lessons, so that the world hears her voice again for three
Years; a highly erotic relation is formed between the two which
Pushes the boy to revenge . . . Itis a story of traitors and forgers, in
the Welles fashion, but also inevitably of vanishing of the person.
Isak Dinesen made the heroine say, more or less in the same terms

8k
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as Virginia Woolf: ‘I will no longer be a person, Marcus, from e
on I will always be several." Welles declares that he shot this S
one of the raisons d'étre of the film (interview, Cahiers dy
pp- 49 and 58).
We follow more or less closely the essential article by
Legrand on It's All True (Positif, no. 167). But Legrand geq
contradiction between ‘will to power’ and ‘report of illusion’, We
none, will to power being life as power of the false. ¥
The great theory of forgers according to Nietzsche appears in
IV of Zarathustra: we find there the man of state, the m
religion, the man of morality, the man of science . . . A power of
false corresponds to each one; they are thus inseparable from e
other. And ‘the truthful man' was himself the first power of |
false, who develops through the others. The artist in turn
forger, but this is the ultimate power of the false, because he
metamorphosis instead of ‘taking on’ a form (form of the Try
the Good, etc.). Will or will to power thus has two extreme deg
two polar states of life, on one hand will-to-take-over or
dominate, on the other hand the will which is identical to beco
and metamorphosis, ‘bestowing virtue'. Nietzsche will be able
himself creator of truth, from the second point of view, while w
maintaining his critique of the True. An equally strong oppo:
between form and metamorphosis, ‘form’ and ‘shape’, will be fou
in Melville (notably in Pierre; or the ambiguities; cf. Ja
commentary, ‘Le désert et 'empire’, thesis, University of Pa
pp. 566-8).
A very clear presentation of these basic conditions will be fo
certain authors, all the clearer in that these authors prOJ:nQG'
beyond them. Thus Beckett, on Film, says that one must disti
what the camera OE sees from what the character O sees,
perception by OE in the bedroom and the perception by O @
bedroom': ‘itis better to avoid the double shot, the superimpos
and to underline the qualitative distinction between the two kin
images, as far as the final identification of OE and O’ (Transk
note; see Volume 1, p.228) (Comédies et actes divers, Edith
Minuit, p. 130). Similarly, Godard, in relation to Two or Three
I Know about Her, calls what the camera sees object, Whal
character sees subject, and adds up the two, 1+2=3 to arrive at|
final identity, 1+2+3=4, life (Jean-Luc Godard parjean-Lh‘-C Go i
pp- 393-6). Similarly, Pasolini distinguishes the double natur€é :
cinema, as much from the point of view of the character as @
film-maker himself: cinema is ‘simultaneously extremely su
and extremely objective’, the two elements remaining indis
to the point of identification (L'expérience hérétique, Payot, p-
On this point, see Reynold Humphries's detailed anz}ly’sesn 1
Lang américain, Albatros, notably chs I11 and IV: on going B€J % e
the objective and subjective, and the crisis of identity (‘centrality &
vision and of the gaze and confused identities’, p. 99).
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pasolini, L'expérience hérétique, pp. 147-54: ‘pseudo-stories written
in the language of poetry’. This new cinema of poetry (about 1960,
according to Pasolini) devotes itself to ‘making the camera felt’;
whilst the old cinema of prose could achieve the greatest poetry of
content, it none the less remained linked to a classical story where
the camera was allowed to be strictly forgotten (one wonders if this is
asufficient criteria even so, and where Pasolini would locate authors
like Eisenstein or Gance . . .).

On the critique of truth and veneration; on the function of
story-telling and the manner in which it goes beyond the real and
the fictional; and on the role and the justification for ‘intercessors”:
the most important text is Perrault’s interview with René Allio, in
Ecritures de Pierve Perrault, Edilig, pp. 54—6. To this may be added, in
the same volume, all of Jean-Daniel Lafond’s analysis, ‘L’'ombre
d’un doute’, which portrays the cinema of Perrault as an art of the
‘feint’: the characters ‘are fictional without being even so beings of
fiction’ (pp. 72-3).

cf. Jean-André Fieschi's analysis, which shows how, beginning with
Les maitres fous, Rouch makes ‘the already troubling dislocation
which seemed the film’s message’ undergo ‘a second dislocation’.
And, increasingly, ‘what Rouch films, and is the first to do so, is no
longer behaviour or dreams, or subjective discourses, but the
indiscernible mixture which links one to the other’ (in Cinéma,
théorie, lectures, pp. 259-61). :

Jean-Luc Godard, p. 220.

Pasolini forcefully emphasized that the free indirect story implied,
in literature, different ‘languages’ depending on what social group
the characters belonged to. But, oddly, this condition did not seem
to him to be realizable in the cinema, where the visual data always
introduced a certain tendency to uniformity: if characters ‘belong to
a different social world, they are mythified and assimilated into the
categories of anomaly, neurosis or hypersensitivity’ (pp. 146-7,
155). Apparently Pasolini did not see how direct cinema offered a
quite different response to this problem of the story.

cf. Shirley Clarke, Cahiers du cinéma, no.205, octobre 1968 (‘a
certain time is required for the character to seize hold of your
€xpectation . . ., p. 25).

On Faces, cf. Jean-Louis Comolli, Cahiers du cinéma, no. 205, p. 38:
on the frontier, the impossibility of determining it, and maintaining
a'reserved zone'.

Godard, Introduction @ une véritable histoire du cinéma, Albatros,
p- 168, (and p. 262: ‘1 have always tried for what is called docu-
mentary and what is called fiction to be for me the two aspects of a
single movement, and it is their connection which produces the true
Movement'),

(;_odard in Le Monde, 27 mai 1982, on Passion. And, in relation to
First Name Carmen, he will remind us that the first name is precisely
what is before: we must get to the character before he is captured in
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myth or legend, and, on Christ, ‘What did Joseph and Mary
each other before having the child?’ (Lecture at the Venice Feq,
September 1983).

In a fine story (Le baron Bagge, Ed. du Sorbier), Lennet-Hg|
assumes that death does not occur in a moment, but in a space.ri.
located ‘between the moment itself’, which may last several da,
conception of death quite close to this appears in Godard's films,

Thought and Cinema b

Elie Faure, Fonction du cinéma, Médiations, p. 56: ‘It is in fac
material automatism which gives rise inside these images to this
universe which it gradually imposes on our intellectual auton
Thus there appears, in a blinding light, the subordination
human soul to the tools which it creates, and vice versa. It turns
that there is a constant reversibility between technical and z
nature.’ Similarly for Epstein, the automatism of the image o
mechanism of the camera have as correlate an ‘automatic
tivity’, able to transform and go beyond the real: Ecrits sur le
Seghers, 11, p. 63.
cf. Martin Heidegger, What Is Called Thinking?, trans. Fred D.
and J. Glenn Gray, New York; Harper & Row, p. 3.
Elie Faure nevertheless retains a hope founded on auto
itself: ‘true friends of the cinema have only seen in it a w
instrument of propaganda. Maybe. The pharisees of politics,
letters and science itself will find in the cinema the most fait
servants until the day when, through a mechanical reversal of
it will enslave them in turn’ (op. cit., p. 51, a piece from 1934).
All these themes are analysed in Eisenstein, Film Form, n
chapters, ‘The principle of cinema and Japanese culture
fourth dimension of cinema’, ‘Methods of montage 1929,
especially in the 1935 speech, ‘Film form: new problems’. i
cf. ‘La centrifugeuse et le Graal', La non-indifférente Nature, Fars:
UGE, Volume I. ’
Epstein, passim. He often emphasizes metaphor (it is from him
we take the following example, after Apollinaire, ‘The
Autter’, I, p. 68).

of. the interview with Jakobson, which introduces many details
thisregard: Cinéma, théories, lectures. Jean Mitry, on his part, Sug|
a complex notion: cinema would not prdceed by metaphor,
‘metaphoric expression based on a metonymy’ (Cinémalog
no. 83, novembre 1982, p. 71). _
Bonitzer, ‘Voici', Cahiers du cinéma, no. 273, janvier 1977. Gances
L'Herbier lay equal claim to a metaphorical montage: the
the Convention and the storm, in Napoleon, the scene of thF
Market and the sky, in Money. With Gance, the techniqu€ ==
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superimpositions which go beyond the possibilities of perception
serves to constitute the harmonics of the image.

9 risenstein admires Tolstoy (and Zola) for having known how to

© compose the image so as to integrate into it the way in which the
characters themselves feel and think, and in which the author thinks
of them: thus the ‘criminal’ embraces of Anna Karenina and
vronsky. This time, the ‘compositional principle’ is no longer
expressed in an image in echo (a sad nature, a sad light, a sad music
forasad hero. . .), butis expressed directly in the image: Eisenstein,
Film Form, pp.155-60. Eisenstein himself, however, does not
appear to have achieved images of this kind. He rather proceeds by
the first means, resonance or echo. Likewise Renoir, in La béte
humaine, or in Partie de campagne. L.'Herbier, by contrast, achieves an
intrinsic composition with the amazing images of rape in L'homme du
large: rape as murder.

10 Bazin, What Is Cinema?, Vol. 1, pp. 100-7.

11 Eisenstein, La non-indifférente Nature, 11, pp. 67-9.

12 The theatre and opera came up against the problem: how to avoid
reducing the crowd to an anonymous, solid mass, but also to a
collection of individual atoms? Piscator, in the theatre, gave crowds
an architectural or geometric treatment which would be taken up by
expressionist cinema, especially Fritz Lang: as in the rectangular,
triangular, or pyramidal arrangements in Metropolis, but it is a
crowd of slaves, cf. Lotte Eisner, L'écran démoniaque, Encyclopédie
du cinéma, pp. 119-24. Debussy claimed more for opera: he
wanted the sound to be a focus of physical and moving individu-
ations, irreducible to those of its members (Barraqué, Debussy, Paris:
Seuil, p.159). This is what Eisenstein realizes in cinema; its
condition is that the masses become subject.

13 Eisenstein, ‘Dickens, Griffith and us’ (Film Form). He criticizes
Griffith for not achieving a truly dialectical ‘monism’.

14 Bonitzer presents a broad Hitchcock—Eisenstein comparison no-
tably in view of the close-up: Le champ aveugle, Cahiers du
cinéma/Gallimard. *

15 Serge Daney, La rampe, p. 172.

16 Paul Virilio shows how the system of war mobilizes perception as
much as arms and actions: thus photo and cinema pass through war,
and are coupled together with arms (for example, the machine-
gun). There will increasingly be a mise-en-scéne of the battlefield, to
which the enemy replies, not now by camouflage, but by a
counter-mise-en-scéne (simulations, trickery, or giant illuminations
of the air defence). But it is the whole of civil life which passes into
the mode of the mise-en-scéne, in the fascist system: ‘real power is
henceforth shared between the logistics of arms and that of images
and sounds’; and, to the very end, Goebbels dreamt of going beyond
Hollywood, which was the modern cinema-city in contrast to the
ancient theatre-city. Cinema in turn goes beyond itself towards the
electronic image, civil as well as military in a military-industrial
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complex. cf. Guerre et cinéma I, Logistique de la perception, Cahiers 4,

cinéma/Editions de I'Etoile. S5
Artaud, ‘La vieillesse précoce du cinéma’, [‘Old age of the cine
Oeuvres complétes, Gallimard, I11, p. 99 (this piece marks Arta

break with cinema, 1933). g
All these themes are developed in Vol. [11 of Artaud. In regard
the only screenplay of La coquille et le clergyman, that was prodye
(by Germaine Dulac), Artaud says (p.77) that the speciﬁcil'y
cinema is vibration as ‘hidden birth of thought'; it ‘can resemble 4,
ally itself with the mechanics of a dream without really being itse
dream’; it is ‘the pure work of thought'. Artaud’s attitude in re
to Germaine Dulac’s writing raises many questions which have be,
analysed by O. and A. Virmaux, Les surréalistes et le cinéma,
Artaud would constantly point out that this is the first s
film, and would reproach Buiuel and Cocteau for res
themselves to the arbitrariness of dream (pp. 270-2). It seems
what he likewise criticized Germaine Dulac for was having a
pulled La coquille et le clergyman in the direction of a simple ¢
It is in this sense that the philosophic tradition (Spinoza, Lei
takes up the spiritual automaton; and also Valéry in M.
Jacques Riviere compares Artaud to Valéry, but this is one ¢

numerous misinterpretations he makes, in the famous corresp
ence (Vol. 1). Kuriichi Uno has ably shown the radical ¢
between Valéry and Artaud in relation to the spiritual autom;
‘Artaud et I'espace des forces’, thesis, University of Paris
pp- 15-26.
Véronique Tacquin has made a profound study of Dreyer’s
pointing to what she calls the Mummy (‘Pour une théorie
pathétique cinématographique’, thesis, University of Paris V
She does not refer to Artaud, but to Maurice Blanchot, who is
to him. Artaud had already introduced the Mummy in
passages of Bilboquet (I). Véronique Tacquin's analyses open
whole cinematographic development of the Mummy theme.
‘Sexuality, repression and the unconscious have never "
me a sufficient explanation of inspiration or of the spirit . . .
. 47).
R‘laurice Blanchot, ‘Artaud’, Le livre a venir, Gallimard, p:
Artaud inverts ‘the terms of movement’; he puts in first P
dispossession, and not the totality of which this dispossession at?
appeared as simple lack. What comes first is not thefulfﬂtssof bel
but the crack and the fissure . . .’
cf. Heidegger, op. cit., pp. 4-6. ‘Most thought-provoking is that W
still not thinking — not even yet, although the state of the W
becoming constantly more thought-provoking ... Most (19
provoking in our thought-provoking time is that we are still not thinking:
Jean-Louis Schefer, L’homme ordinaire du cinéma, Cahiers du cin€&es
Gallimard, pp. 113-23. : '
Artaud, Oeuvres complétes, Volume 111, pp. 22, 76.

Not
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Drouzy gives a narrowly psychoanalytic interpretation of Dreyer's
problems: Carl Th. Dreyer né Nilsson, Ed. du Cerf, pp. 266-71.
Rossellini, interview, in La politique des auteurs, Cahiers du cinéma/
Editions de I'Etoile, pp. 65-8.

The reader is referred to the book by Agel and Ayfre, Le cinéma et le
sacré, Ed. du Cerf, and to the studies on La passion du Christ comme
théme cinématographique, (Etudes cinématographiques).

¢f. Jean Collet, Jean-Luc Godard, Seghers, pp. 26-7.

[n the history of philosophy, the substitution of belief for know-
ledge takes place in authors of whom some are still believers, while
others carry out an atheistic conversion. Hence the existence of real
couples: Pascal-Hume, Kant-Fichte, Kierkegaard—Nietzsche, Le-
quier—Renouvier. But, even with the believers, belief is not now
directed towards another world, it is directed to this world: faith
according to Kierkegaard, or even Pascal, restores man and the
world to us.

cf. Claude Beylie's excellent analysis in Procés de Jeanne d’Arc (Etudes
cinématographiques).

Serge Daney, p. 80: ‘To what the other says, assertion, declaration,
sermon, Godard always replies with what another other says. There
is always a great unknown in his pedagogy, for the nature of the
relation that it enjoys with good discourses (those he defends, Maoist
discourse, for instance) is undecidable.’

Alain Bergala: ‘Les ailes d'Icare’, Cahiers du cinéma, no. 355, janvier
1984, p. 8.

Daney shows that, because of the status of discourses in Godard, the
only ‘good’ discourse is the one that can be given or restored to the
body: this is the whole story of Ici et ailleurs. Hence the necessity to
reach things and beings ‘before they are named’, before all
discourse, so that they can produce their own: cf. Venice press
conference, on First Name Carmen, in Cinématographe, no. 95, décem-
bre 1983 (and also Louis Audibert's commentaries, p. 10: “Thereisa
great freedom in this film which is that of a belief . . . The traces of
the world captured in the filmic canvas, offered as a kind of speech,
evangelical . . . Finding the world again implies returning this side
of codes . . .").

Alexandre Astruc, in Pierre Lherminier's L'art du cinéma, Seghers,
p-589: ‘The expression of thought is cinema’s fundamental
problem.’

Arlaud. Oeuvres completes, Vol. 111, p. 76.

T'he theme of the Outside, and its relation to thought, is one of
Blanchot's most consistent subjects (notably in L'entretien infini). In a
homage to Blanchot, Michel Foucault takes up this “Thought of the
outside’, giving it a more profound status than any internal
foundation or principle: cf. Critique, juin 1966. It is in The Order of
Things (trans. Alan Sheridan, London: Tavistock, 1970) that he
fmalyses. for his own purposes, the relation between thoughtand an
unthought’ which is crucial to it: pp. 322-38.
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Drawing on the literary notion of ‘focusing’ in Genette, Fmﬂqois |
distinguishes three possible types of ocularizing: internal, whep, i
camera seems to be in the same place as a character’s eye; exte the 1
when it seems to come from outside or be autonomous; and ‘u"::,lﬁl '_h
when it seems to be effaced in favour of what it is show: _'!.-‘l'
(Communications, no.38). Resuming this question, Véro(:;N‘.
Tacquin, op.cit.,, attaches a great deal of importance to E‘E—;
ocularizing: she makes it the characteristic of Dreyer’s last films, in.{. |
farasthey embody the instance of the Neutral. For our part, Welhiiiﬁ b
that internal focusing does not just concern a character, but Wery .
centre existing in the image; it is, therefore, the case of dﬂ’
action-image in general. The two other cases are not p ----.1
defined as the external and the zero, but apply when the centre has
become purely optical, either because it moves into the light source
(Welles's depth), or because it moves into the point of view (Dreyer's
planitude). i
Daney, op. cit., p. 174. The importance of Serge Daney's book liesj
the fact that it is one of the few to take up the question of
cinema-thought relations, which were so common at the beginn
of reflection on cinema, but later abandoned because of disen
ment. Daney restoresthe full weight toit, in relation tocontempa
cinema. Jean-Louis Schefer does the same. _
Everywhere in Rohmer, asin Kierkegaard, choice is posed in view
the ‘marriage’ which defines the ethical stage (Contes moraux). |
below this there is the aesthetic stage, and beyond it the relig
stage. The latter exhibits a grace, but one which is continually slidi
into chance as uncertain point. This was already the casein B
The special number of Cinématographe on Rohmer, no. 44, fév
1979, analyses this interpenetration of chance and grace very well
articles by Carcassone, Jacques Fieschi, Héléne Bokanovski
especially Devillers (‘It is also chance which is perhaps the
subjectof My Night with Maud: metaphysical chance weavesitse
throughout the narration around Pascal's wager, a theme 3
initiated by the shot of a work dealing with mathematic
probabilities . . . Only Maud, who plays a game of chance, thatis,
of the real choice, isexiled ina higher misfortune’). On the differe!
between the completed series of Contes moraux and the series Com
et proverbes, it seems to us that the tales still had a structure of sh
theorems, while the proverbs increasingly resemble problems.
cf. precisely Rohmer’s commentaries on Dreyer's Ordet: Cahiers
cinéma, no. 55, janvier 1956. Véronique Tacquin writes: ‘D
represses the external manifestations of the internal lived part
role . . . Even in the most serious bodily affections of characters, :
see neither vertigo nor paroxysms. . . the character who hasre
the blows without showing it suddenly loses his consistency €&
collapses like a mass’ (Tacquin, op. cit.). ¢ aﬂd
‘The automatism of real life’, excluding thought, intention = 2
feeling is one of the recurrent themes of Bresson’s Notes, '

¥
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J(,na(han Griffin, London: Quartet, 1986, pp. 15,21-2, 59, 100. To
see how this automatism crucially relates to an outside, cf. p. 22
(‘Automatically inspired and inventive models’), pp. 53—4 (‘Causes
are not in models’), p. 59 (‘a mechanism gives rise to the unknown’).
Before the new wave, Bresson brought this new style to perfection.
Marie-Claire Ropars sees its most extreme expression in Au hasard
Balthazar: ‘Chosen as an image of chance, the picturesque thread is
none the less insufficient as the basis of extreme dividing into pieces
of the story; each of Balthazar’s stays with a master itself appears
broken into fragments each of which in its brevity seems to be
snatched from the void only immediately to fall back intoit. . . The
function of [the fragmenting style] is to place a barrier between the
viewer and the world, which transmits feelings but filters their
background.’ This is the break with the world specific to modern
cinema. cf. L'écran de la mémoire, Seuil, pp. 178-80.

Maurice Blanchot, L'entretien infini, pp. 65, 107-9.

On the critique of the notion of ‘voice-off’, cf. Chateau and Jost,
Nouveau cinéma, nouvelle sémiologie, p. 31 ff. On the notion of ‘sound
frame’, cf. Dominique Villain, L'oeil @ la caméra, Cahiers du
cinéma/Editions de I'Etoile, ch. 4.

Albert Spaier has clearly distinguished the two kinds of arithmetical
cut in the theory of the continuous: ‘What characterizes all
arithmetical cuts is the redistribution of the sets of rational numbers
into a lower class and a higher class, that s, into two collections such
thatany term in the first is smaller than any term in the second. Now
each number likewise determines such a redistribution. The only
difference is that the rational number must always be included either
in the lower class or in the higher class of the cut, whilst no irrational
number forms part of either of the two classes which it separates’ (La
pensée et la quantité, Alcan, p. 158).

Chateau and Jost have analysed Robbe-Grillet's cinema as serial
using different criteria from those proposed by us, ch. 7. Robbe-
Grillet had carried out a whole critique of metaphor from a
novelistic perspective, exposing the pseudo-unity of man and
nature, or the pseudo-link between man and the world: ‘Nature,
humanism, tragedy’, Snapshots, or Towards a New Novel.

Automata or ‘models’ according to Bresson are not at all a creation
of the author: in contrast to the role of the actor, they have a
‘nature’, an ‘I', which reacts on the author (‘They allowing you to act
in them, and you allowing them to act in you', p. 23). Bresson's
cinema, or, in a different way, Rohmer's is evidently the opposite of
direct cinema; but it is an alternative to direct cinema.

In two crucial pages of L'expérience hérétique, pp. 146-7, Pasolini
moves, with plenty of precautions, from the idea of internal
monologue to that of free indirect discourse. We saw in the first
volume that free indirect discourse was a constant theme of
Pasolini’s, in his literary but also cinematographic reflection: what
he calls ‘the free indirect subjective’.
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This goes for the genre of cinema itself. In regard to Numérg gor -
Daney says: ‘Cinema’s sole specificity is that of collecting image.
which are no longer made for it’, photo or television (p. 83), Mages.
Barthélemy Amengual, in Jean-Luc Godard (Etudes cinémappgy,
phiques), pp. 117-18: “There, dance is only accident, o, if yoy |ik,
onlyamomentin the heroes’behaviour . . . [Cukor’s] Girls dance
the viewer. Angelo, Emile and Alfred dance for themselves,
time needed for their plots . . . While the rhythm of dance ajmg ,
set up an imaginary temporality on the stage, Godard's cutting
never for a moment removes the characters from a concrete tj;
Hence the constantly derisory aspect of their agitation.’
Bouligand, Le déclin des absolus mathématico-logiques, Ed. de "
nement supérieur.
On Godard’s graphic forms, cf. Jacques Fieschi, ‘Words in imag
Cinématographe, no. 21, octobre 1976: ‘In the great silent m:
the phrase in the intertitle arrived to secure the sense. In
this written sense is brought into question and inflected with a
interference.'

cf. Jean-Claude Bonnet, ‘Le petit théatre de Jean-Luc
Cinématographe, no.41, novembre 1978. It is not a ques
Godard’s case of introducing a play or rehearsals into
(Rivette); for him theatre is inseparable from an improvisa
‘spontaneous mise-en-scéne’ or a ‘theatricalization of the
Similarly for dance, cf. the above remarks of Amengual.
Godard, Cahiers du cinéma, no. 146, aott 1963.

Bakhtin, before Pasolini, is the best theorist of free i
discourse: see V. N. Volosinov, Marxism and the Phi
Language, trans. Ladislav Matejka and O. R. Titunik, Lon
Harvard University Press, 1973. On ‘plurilingualism’ and the
of genres in the novel, cf. Esthétique et théorie du roman, Gall
p- 122 ff.

Cinema, Body and Brain, Thought

This is the neo-realism ‘without a bicycle' invented by Antonioni:
the texts quoted by Leprohon, Antonioni, Seghers, pp- 10?'. .
110. Everything that Blanchot says about tiredness and waiting
particularly applicable to Antonioni (L'entretien infini, Preface)
On all these aspects of Bene's cinema, cf. the compreh€

analysis by Jean-Paul Manganaro, in Lumiére du cinéma, no-=8

novembre 1977. .
Dominique Noguez stresses real time and the elimination
narrativity (‘mirror of time . . . relation to time which goes B
the story’): in Le cinéma en l'an 2000, Revue d'esthétique, Privat,
On the ceremonial pole of experimental cinema, cf. Paolo Be
‘L’éidétique et le cérémonial’, ibid., pp. 59-61.
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5 Brcchy ‘Music and gest', Brecht on Theatre: the development of an
aesthetic, trans. John Willett, London: Eyre Methuen, 1978. Roland
Barthes gave an excellent commentary on this piece (‘Diderot,
Brecht, Eisenstein', in Image-Music-Text, trans. Stephen Heath,
London: Fontana, 1977, pp. 69-78): the subject of Mother Courage
may be the Thirty Years War, or the repudiation of war in general,
but ‘its gest is not there’, but ‘in the blindness of the tradeswoman
who thinks herself able to live off war, only, in fact, to die of it’ (ibid.,
p. 76); it is in ‘the critical demonstration of the gesture’ or ‘the
co-ordination of gestures’. It is not a ceremony (empty gest), said
Brecht, but rather a ceremonializing of ‘the most current, the most
vulgar and the most banal’ attitudes. Barthes clarifies the point: it is
the gesture with which the canteen-woman checks the genuineness
of the money offered, in Brecht, or, in Eisenstein, ‘the excessive
flourish with which the bureaucrat in The General Line signs his
official papers’, (ibid., p. 74).

Comolli, Cahiers du cinéma, no. 205, octobre 1968 (cf. Sylvie Pierre’s
commentary). Cassavetes himself says that life is not enough: a
‘spectacle’ is needed, for only the spectacle is creation; but the
spectacle must come from living characters, and not vice versa.
Yann Lardeau has clearly demonstrated the relation between the
new wave and burlesque: ‘The relation of the body to the objects
which surround it on stage produces a series of obstacles which the
actor’s route comes successively up against’, and ‘becomes the raw
material of cinematographic language’. He says, of First Name
Carmen: ‘the repeated collisions of the a-synchronic bodies pro-
pelled towards one another like meteors’ (Cahiers du cinéma, no. 355,
Janvier 1984).

The very title of Brecht's piece, ‘Music and gest’, is enough to
indicate that the gest must not be only social: being the principal
element of theatricalization, it involves all aesthetic components,
notably musical ones.

cf. two important articles by Jean-Pierre Bamberger, one on Slow
Motion, the other on First Name Carmen (Libération, 7 and 8 novembre
1980, 19 janvier 1984). In the first, Bamberger analyses the
breaking down [décomposition] of movement according to attitudes,
but also the composition of melodic lines according to characters,
and the corresponding role of music. In the second, he analyses the
relation between the body and sound, but also between the musical
Besture and the body's attitude: ‘How is a relation between the
Pluckings of violin-strings and those of embracing bodies, between
l]w. bow’s curve of movement as it goes for the string and the arm
which entwines a neck, to be brought into existence?’

Or rather it is Alain Philippon who asks Akerman about the limit of
l_‘(‘l' stylization of bodies and postures. To which she replies that,
'om the beginning, she had a technical mastery which was too
Pertect, notably in framing. This mastery is not necessarily good:
10w is the ‘seriousness’ of stylization to be avoided? Philippon

—r—
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Notes to pp. 19¢
analyses Akerman’s evolution in Toute une nuit: cf. Cahiers '-
cinéma, no. 341, novembre 1981, pp. 19-26. o
Serge Daney, Cahiers du cinéma, no. 306, decembre 1979, p. 40,
can clearly see that a purely critical, demystifying approach m
have failed, by reducing the festival to what it signifies or to
who use it, to its meaning or its function . . . The festival [had ¢
criticized whilst still showing it in its entirety, in its opacity.’
Eustache's own text, ‘Pourquoi j'ai refait la Rosiére’.

pornographie (Cahiers du cinéma, no. 353, novembre 1983, p.
For the novel, like the film, presents an adult protagonist
devotes himself to observing the attitudes of young peop
attitudes which are at once innocent and imposed, and all the mg
‘pornographic’ for that, and which lead to a catastrophe:
hands above their heads touched involuntarily. And.
instantly lowered, violently. For some time they both lo
fixedly at their joined hands. And abruptly they fell; it wasn't:
which one had over-balanced the other, you would think
was their hands which had tipped them over’ (La pornoj
Julliard, p. 157).
Jean Douchet (‘Le cinéma autophagique de Philippe
Garrel composé par Gérard Courant, Studio 43). ‘Two sensatio
which solitude reveals itself, cold and burning, Athanor, fc
stance, is a film about fire. La cicatrice intérieure is a film about
and ice ... The idea of the hot, the burning, the feverish
intense, reinforces the fundamental character of an icy u
Noél Burch, Praxis du cinéma, Gallimard, pp. 85-6. !
cf. Alain Philippon (in Garrel, Studio 43): ‘What is the subject of La
cicatrice intérieure if not birth and creation? We are there in |
world of before the world, in a past or a future, it matters it
undated . . . Itis clearly a birth that we have just witnessed, and
Child, in various guises, will later be the carrier of the film's f
. If fire, earth and water are called together in La
intérieure as in the first moments of the universe, it is in the
primary elements of a world to be born, to which speech is to
life.” And Philippe Carcassonne, in a rather guarded 2
(Cinématographe, no.87, mars 1983) cites Le bleu des origines
black and white): ‘It is the colour of genesis, what precedes hist
and will assuredly survive it; it is the eschatological envelopes
only of cinema, but of any representation from which char?
have their sources.’ ;
Garrel sometimes alludes to his personal history which is mixed
with his work: ‘At the end of Le berceau de cristal there is the
who commits suicide, and somewhere it's as I said in Mar
mémoire, let madness come quickly . . . until the day that 1t hit
Until 1 find sanity again through cinema.’ (Cahiers d
no. 287, avril 1978.)
Bazin, What Is cinema?, Vol. I, pp. 95 ff.
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phillipon, ‘L'enfant-cinéma’, Cahiers du cinéma, no.344, février
1083, p- 29. And, on movement and the body in Garrel, cf. Jean
Narboni, ‘Le lieu dit', Cahiers du cinéma, no. 204, septembre 1968.
On this pre-hodological space, space before action, overlapping
of perspectives and fluctuation of the soul, cf. Gibert Simondon,
['individu et sa genése physico-biologique, PUF, pp. 233—4.
Neurosis is thus not the consequence of the modern world, but
rather of our separation from this world, of our lack of adapt-
ation to this world (cf. Leprohon, op. cit., pp. 104-6). The brain,
in contrast, is adequate to the modern world, including its possi-
bilities of the expansion of electronic or chemical brains: an
encounter occurs between the brain and colour, not that it is
enough to paint the world, but because the treatment of colour is
an important element in the awareness of the ‘new world’ (the
colour-corrector, the electronic image . . .). In all these respects,
Antonioni identifies Red Desert as a turning-point in his work: cf.
‘Entretien avec Antonioni par Jean-Luc Godard’, in La politique
des auteurs, Cahiers du cinéma/Editions de I'Etoile. A project of
Antonioni, ‘Technically soft’, shows an exhausted man who is on
his back dying and looking at ‘the sky which becomes ever bluer,
this blue becoming pink’, Albatros).
The reader is referred to Michel Ciment's essential analyses,
especially of Space Odyssey, and The Shining, in his book Kubrick,
Calmann-Lévy.
Bounoure, Alain Resnais, Seghers, p.67 (on Toute la mémoire du
monde: ‘Resnais activates a universe in the image of our brain.
What happens in front of his lens is suddenly transformed, and
from documentary reality we slide imperceptibly towards a
different reality . . . a film set which has been turned round and
which returns our own image. Thus the librarian . . . assumes the
face of a nervous, neuronic messenger.'
cf. interview, cited by Benayoun, Alain Resnais arpenteur de l'imagi-
naire, Stock, p. 177.
René Prédal, Alain Resnais, Etudes cinématographiques, ch. V111, cf.
tlayrul, ‘Pour un romanesque lazaréen, Corps étrangers, Paris:
JGE.
Jean-Claude Bonnet, on Lamour a mort, in Cinématographe,
no. 103, octobre 1984, p. 40. Bonnet underlines the profession of
the man and woman: archaeologist of the past, botanist of the
future; if the man has gone through death from the inside, the
woman is summoned by death from the outside. Ishaghpour said
about Stavisky: ‘Telescoped together are a past which seizes a
character, and a future conceived as constitution of his character
and as machination which destroys him' (D’une image & lautre,
p. 205).
Pauline Harvey, ‘La danse des atomes et des nébuleuses’, in Dix
nouvelles humonistiques par dix auteurs québécois, Ed. Quinze.
Prédal, op. cit., pp. 22-3.
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28 cf. The Resnais—Eisenstein parallel according to Ishagpour, op, iy
pp- 190-1. Pm

29 Bergson, MM, ch. I11.

Ll

30 This is very clear in Jakobson (Langage enfantin et aphasie, Editicy 'lr
de Minuit), who recognizes the two axes while emphasizing ﬂ#

associative one. The persistence of the cerebral model in Chw
should also be studied. For the understanding of cinema, g
question is inescapably raised in semiology inspired by linguj
what is the implicit cerebral model underpinning the cine
language relationship, for instance in Christian Metz? Inp
development of this semiology, Francois Jost seems to us
aware of the problem: his analyses imply a different cerebral
although, to our knowledge, he has not dealt directly with
problem.

31 Gilbert Simondon has analysed these different points: how
process of integration-differentiation refers to a relative distril
of organic internal and external environments [milieux]; how
in turn, refer to ‘an absolute interiority and externality’,
appear in the topological structure of the brain (op. cit., pp. 26
‘the cortex cannot be adequately represented in a Euclidean

32 (Translators note: in English in the original.) This is the probl;
synapses and of electrical, or chemical, transmission from ¢
reason to the other: cf. Jean-Pierre Changeux, L'homme n
Fayard, pp. 108 ff. The discovery of synapses was enough in
shatter the idea of a continuous cerebral system, since it laid de
irreducible points or cuts. But, in the case of synapses with electr
transmission, we think that the cut or point may be called ‘ra
in accord with the mathematical analogy. In contrast, in the
chemical synapses, the point is ‘irrational’; the cut is importa
itself and belongs to neither of the two sets that it separates (in
in the synaptic gap, vesicles will release discontinuous amount:
transmitter substance or ‘quanta’). Hence the ever greater im
tance of a factor of uncertainty, or rather half-uncertainty, c:_
neuronal transmission. Steven Rose has underlined this aspect 0%
the problem: Le cerveau conscient, Seuil, pp. 84-9. A

33 cf. Rosenstiehl and Petitot, ‘Automate asocial et systémes acentress
Communications, no. 22, 1974,

34  On the flight of associations, the window and lransparenc}r-ﬁff
and the efforts of the principal character who goes against
current, cf. Téchiné, interviews with Sainderichin and
Cahiers du cinéma, no. 333, mars 1981: in this perspective, the filS€
has a cerebral rather than physical function.

35 cf. ‘Entretien avec Jacques Fieschi', Cinématographe, no. 31, 0€t¢
1977: 1 think that cinema is an art of literature . . . My intention
to make literal everything that has a metaphorical role in the film s :
in the cone which is passed on in Les enfants du placard. 1n OV
words, ‘infinite interpretation’ is not achieved through mclaP!‘or
associative linkage, but, as we shall see, through break in associd

36

37

38
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and relinkage around the literal image. It is this method which
brings Jacquot close to Kafka, and allowed his fine adaptation of an
episode of America. In the history of cinema, the first films inspired
by p_syc.huanalysis in contrast worked through metaphor and
association.

Andrei Bely, Petersburg (and Georges Nivat's postscript to the
French translation which analyses the conception of the ‘cerebral
game’ in Bely). We borrow the expression ‘relinked dividing up’
from Raymond Ruyer, who uses it to characterize the famous
Markoff chains: these are distinguished from both determined
linkages and chance distributions; they concern semi-accidental
phenomena or mixtures of dependency and uncertainty (La gerése
des formes vivantes, Flammarion, ch. VII). Ruyer shows how Markoff
chains intervene in life, in language, in society, in history, in
literature. The example of Bely in this respect would be a
particularly clear one. More generally, neuronal chains as we have
just defined them, with their synapses and their irrational points,
correspond to Markoff's scheme: they are ‘partially dependent’
successive draughts, semi-accidental linkages, that is, relinkages.
The brain seems to us peculiarly subject to a Markovian interpreta-
tion (between the neuronal sender and receiver, there are succes-
sive, but non-independent, tugs or draughts).

The great piece by Eisenstein which examines Battleship Potemkin is
not a case of applied theory: itis rather the point where practice and
theory relaunch each other and find their concrete unity: La
non-indifférente Nature, Vol.1, ‘The organic and the pathetic,
pp- 54-72. This text underlines two aspects: the necessity of
commensurable relations between whole and parts

OA _OB_
OB ~ OC

as formula of the spiral; the necessity for the points of distribution
to be ‘rational’, and to comply with a connected formula of the
golden section, the cut or caesura being the end of one part or the
heginning of the other, depending on whether one begins ‘from
one end of the film or the other’ (n=0.618). We are concerned here
only with the most abstract aspect of Eisenstein’s commentary,
which is, however, important for its very concrete bearing on the
images of Battleship. And the practice of false continuity in his later
films, for instance in fvan the Terrible, does not call this structure into
question.

Jean-Pierre Bamberger, on Godard’s Slow Motion: ‘In the framing
are the different moments of shooting; the taking of one shot is the
f"aming, the shooting of another shot is the deframing of one shot
in relation to the framing of the following one, and the montage is
the final reframing . . . Framing is no longer defining a space, but
Imprinting a time’ (Libération, 8 novembre 1980).
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Our analysis is so summary that we can only give a few bibj; -
phical references. (1) On the first two ages, Jean Mitry, Le cing.
expérimental, Seghers, ch.V and ch. IX. (2) On the more recen,
period, Dominique Noguez, Eloge du cinéma ; , Centadll
Georges-Pompidou (where studies of the forerunner, Mclw
and of the American underground may be found), Trente ans 4,
cinéma expérimental en France, Arcef (especially on lettrism, ‘ey.
panded cinema’ and Maurice Lemaitre), Une renaissance du cingmg
Klincksieck. cf. also the article by Bertetto already cited, ‘L'éidétic
et le cérémonial’. On the procedures of blinking and loops in ¢
American underground, cf. P. A. Sitney, ‘Le film structurel’,
Cinéma, théorie, lectures.

For example on democracy, the community and the n i
‘leader’ in King Vidor’s work, cf. Positif, no. 163, novembre 19
(articles by Michel Ciment and Michael Henry).
cf. Kafka, Journal, 25 December 1911 (and letter to Brod, Ju
1921); Klee, On Modern Art, trans. Paul Findlay, London: Fak
1966, p. 55. (‘We have found parts, but not the whole. We still Iz
the ultimate power, for: the people are not with us. But we s
people. We began over there in the Bauhaus. We began there
community to which each of us gave what he had. More we c:
do.”) Carmelo Bene has also said: ‘I make popular theatre. E
But it is the people who are missing’ (Dramaturgie, p. 113). !
Roberto Schwarz and his definition of ‘tropicalism’, Les Temps
modernes, no. 288, juillet 1970.
On Lino Brocka, his use of myth and his cinema of drives,
Cinématographe, no. 77, avril 1982 (especially the article by Ja
Fieschi, ‘Violences’).

On the critique of myth in Perrault, cf. Guy Gauthier, ‘Une
du réel’, and Suzanne Trudel, ‘La quéte du royaume, trois homm
trois paroles, un langage’, in Ecritures de Pierre Perrault, E
Suzanne Trudel distinguishes three kinds of impasse, genealo
ethnic and political (p. 63).

Jean-Louis Comolli, interview, Cahiers du cinéma, no. 333,
1982.

Yann Lardeau, ‘Cinéma des racines, histoires du ghetto’, in
du cinéma, no. 340, octobre 1982, 3.
cf. Serge Daney, La rampe, Cahiers du cinéma/Gallimard, pp. 118=
23 (especially the character of the story-teller). o
On Rocha’s critique of myth and the evolution of his work,
Barthélemy Amengual, Le cinéma névo brésilien, Etudes cinémalog
phiques, 11 (p. 57: ‘the counter-myth, as one says counter-fire’).
Ecritures de Pierre Perrault: on real characters, and the speech-act &
story-telling function, ‘flagrant offence of making legend’, cf. ©
interview with René Allio (on La béte lumineuse, Perrault would_“r
recently came across an unsuspected country . . . Everything i ¥ &
apparently quiet country is made into legend as soon as one darés =
talk about it.”).

Not
9
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Louis Audibert, ‘L'ombre du son’, Cinématographe, no. 48, juillet
1979, pp-5-6. This review has devoted two important issues,
numbers 47 and 48, to the problems of the silent film and the talkie.
of. Sylvie Trosa, no.47, pp.14-15: the silent image had an
autonomous ‘materiality’ which filled it with meaning. According to
Trosa, L’Herbier was one of the authors of the silent film who lost
most with the talkie, despite all his literary taste: ‘the visual
constructions’ which he had the secret of, and which ensured ‘the
appropriateness of substance and expression’, of nature and
culture, lose much of their function.

It is in the name of the talkie, amongst other reasons, that the
Stalinists criticize Eisenstein for having confused history with
nature, as we saw in relation to the Soviet congress of 1935.

f. Benveniste's distinction between the level of the ‘story’ which
connects events, and that of the ‘speech’ which utters or reproduces
words: Probléemes de linguistique générale, Gallimard, pp. 241-2 (and
how speech passes into the indirect style).

Balazs observed that sound ‘has no image’: cinema does not
‘represent’ it but ‘restores’ it (L'esprit du cinéma, Payot, p.244).
However, it ‘emerges from the centre of the visual image’, and its
elements are distributed in terms of this image: cf. Michel Chion, La
voix au cinéma, Cahiers du cinéma/Editions de I'Etoile, pp. 13-14. It
is in this sense a component of the visual image. )
This interactionist sociology of communication appears in America
with Park and Goffman, in connection with urban phenomena and
the problems of information, of circulation_of information.‘ Its
precursors are Georg Simmel in Germany, and, in a less recognized
way, Gabriel Tarde in France. Phenomena such as rumour,
newspapers, conversation, and characters such as the socialite, the
stroller, the drifter, the marginal, the adventurer feature promi-
nently in it, because they pose the question of sociability rather than
society. Isaac Joseph, who has made a big contribution to the
exposition of this sociology in France, has written a fine book, Le
passant considérable (Librairie des Méridiens), in which he studies in
particular the ‘difficulties in interaction’. In its very modernity, this
school seems to us to hold a place in sociology analogous to that of
the American comedy in the talking cinema — this is clearly a very
important place. o

Noél Burch, ‘De Mabuse 2 M: le travail de Fritz Lang’, in Cinéma,
théorie, lectures, p. 235.

Cicourel, La sociologie cognitive, PUF, quoted by Isaac Joseph (who
discusses this notion of ‘problematic’, op. cit., p. 54).

It will be asked whether cinema can achieve phenomena of
interaction with its own means. But this can only be done in silent
films which give up intertitles, and which proceed by aberrant
movements. We saw this in Vertov's Man with a Movie Camera, where
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the gap acts as differential of movements. Or equally in Th,e
Laugh, it is the ‘unleashed’ camera which makes certain interactign.
visible. ;-
Jean Douchet, in ‘Cinéma américain’, Cahiers du cinéma, no, 150’
decembre 1963, pp. 146-7. i
Gérard Genette's theory concerning the literary story underlj

the difference between the questions: ‘Who is speaking?’ and ‘W, ;
is seeing?’ (Figures, 111, p. 203, and Nouveau discours du récit, Semn)
This is the inspiration behind Francois Jost's ideas in wa
cations, no. 38, 1983. Mankiewicz seems to us the best cinemamsn,
phic example. :
F. Berthet, in ‘La conversation’, Communications, no. 30, 1979;
p. 150. i
Translators' note: the French word ‘mondanité’, which li v
means ‘worldliness’, is also used in the plural with the sense of
‘society life’ or ‘small talk’. i
Alejo Carpentier, quoted by Mitry (Esthétique et psychologie du cinéma,
Ed. Universitaires, 11, p. 102): ‘Conversation has a rhythm,.i’
movement, an absence of sequence in the ideas, with, on the
contrary, strange associations, curious reminders, which bear no
resemblance to the dialogues that usually fill’ novels and plays.
Georg Simmel, ‘Sociologie de la sociabilité’, in Urbi, IT1, 1980 (cf. the
way Simmel produces a definition of democracy from this).
Claire Parnet, in an unpublished piece, analyses the voice in
American cinema, comedies and thrillers.
cf. Comolli, Cahiers du cinéma, nos 230 and 231, juin—juillet 1972.
Michel Chion, op. cit., pp. 36, 44. "
Alain Philippon, Cahiers du cinéma, no. 347, mai 1983, p. 67.
Michel Chion, op.cit., p. 72. Bazin wrote a fine passage on the.
deforming of sound relationships: ‘Indistinct sound elements are -
few ... on the contrary Tati's whole shrewdness consists of
destroying clarity by clarity’ (Qu'est-ce que le cinéma?, Ed. du Cerly
p. 46). And the interview with Tati about sound, Cahiers du ciné

no. 303, septembre 1979. N
Michel Fano, in Encyclopaedia Universalis, ‘Cinema (musique deM
Fano's conception clearly implies the active presence of the musi=
cian on the editing-table, his involvement in all sound elements, 3
musical treatment of non-musical sounds. We shall see that thi =
argument takes on its full range in a new conception of the image: =
of. Eisenstein, Pudovkin and Alexandroff, 1928 Manifesto, I =
Eisenstein, Film Form, Appendix A, pp. 257-9. Sylvie Trosa is right
to attribute the manifesto’s ideas to Pudovkin in particuldt
Eisenstein, for his part, believes less in the virtues of the oul-of'ﬁeu':
and sound-off than in the possibility of ‘sound-in’ to raise the VISt
image to a new synthesis. o
Bresson, Notes, pp. 50-2. It is clear that Bresson is not only lhiﬂk‘n“é‘. f
of sound-off: there may be a ‘preponderance’ of sound-in over L
image itself, and, through this, ‘neutralization’ of the visual imsl‘*‘;i

Notes to pb- 235-239
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On the sound space in Bresson, cf. Henri Agel, L'espace cinématogra-
phique, Delarge, ch. VIL.

According to Bonitzer's crucial text, ‘there are at least two types of
voice-off: which refer to at least two types' of out-of-field: one
homogenous with the field, the other heterogeneous and enjoying
an irreducible power (‘absolutely other and absolutely indeter-
minate’). cf. Le regard et la voix, Paris: UGE pp. 31-3. Michel Chion
proposes the notion of ‘acousmétre’ to designate the voice whose
source is not seen; and he distinguishes the relative acousmétre and
the ‘integral’ acousmétre, possessing the power of being ubiquitous,
omnipotent and all-seeing. However, he relativizes Bonitzer's
distinction, because he wants to show how the two aspects have all
kinds of connections, and enter into a circuit which does not,
however, erase their difference in nature: pp. 26-9, 32.

cf. the analysis of Fusco's music in The Eclipse, by Emmanuel
Decaux, Cinématographe, no.62, novembre 1980 (issue on film
music).

Balazs, Le cinéma, Payot, p. 224: ‘The talking film represses pro-
gramme music.’

Eisenstein, The Film Sense, London: Faber, 1943, pp. 114-56.
Eisenstein thinks that internal correspondence can also apply to the
immobile visual image: in this case it is the eye that constitutes the
movement corresponding to musical movement (as in the waiting
sequence before the attack). He draws a most important conse-
quence from this: the visual image as such becomes readable ‘from
left to right’, or sometimes in a more complex way: 'plastic reading’
(pp- 146-9). Thus Eisenstein is the inventor of the notion of
readable image. Jean Mitry takes up the question, and devotes
himself to a thorough study of the visual image/music correspond-
ence: especially in Le cinéma expérimental, Seghers, chs V, IX and X.
He begins by challenging all external correspondences, either
because the image retains a spatial content which will work only as
illustration of the music, or because the image, becoming formal or
abstract, presents only arbitrary, reversible and decorative relations
which do not really correspond to the musical relations (even in
McLaren). He likewise challenges Eisenstein’s readable image, and
criticizes the waiting sequence, which remains, according to him, at
a level of external correspondence (pp. 207-8). On the other hand,
he thinks that the sequence with the battle on the ice is more
appropriate because it tends to reveal a movement common to the
visual and the musical. This is the condition of an internal
correspondence, such as Honegger was looking for. But, according
to Mitry, the common movement can only be achieved if the visual
image is detached from bodies, without, however, becoming
abstract or geometrical: the visual image must set in motion a
matter, a materiality capable of vibrations and reflections. In this
event there will be two corresponding expressions of a single
‘univocal whole’ (pp. 212-18). Eisenstein only half-achieved this in
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the battle on the ice, but Mitry thinks he has almost achieved it iy, 1
own attempts, in certain parts of Images pour Debussy. He willin
acknowledges, however, that it was under the conditiong 0?
experimental film which had exclusively set itself this task,
Nietzsche, The Birth of Tragedy, paras 5, 16 and 17,

cf. “Table ronde sur la musique de film’, in Cinématographe, no 62
Adorno and Eisler, Musique de cinéma, Arche, p.87. And i-n lhe
example of the barcarolle, which would apply against Mitry
Eisenstein alike, cf. p. 75. Eisler was often Brecht’s collaborator (he
is also the musician in Resnais’ Night and Fog). Even in a Marxisy
context, it goes without saying that conceptions of music reflect
different influences. b
Balazs has produced a very fine cinematographic portrait of
Garbo (Le cinéma, p.276): the specific fgatl.rl}re iEOGreta Ga(];"t:t':
beauty seems to him to come from the fact that she stands out from
every environment, so as (o express ‘the purity of someone
imprisoned inside themself, the internal aristocracy, the shivering
sensitivity of the noli me tangere'. Balazs does not mention Garbo's
voice, but that voice would confirm his analysis: it brings wgethgpl
the variation of an internal whole, beyond psychology, which the
movements of the actress in her environment still did not express
directly enough.

Translators’ note: in English in the original.

an

Michel Fano himself, in a very subtle piece (Cinématographe, p.9}§...-|

says that the two conceptions, his and Jansen’s, are equally
legitimate. But we think that there is no need to choose and that
each can be part of the other, at two different levels.

We have defined free indirect discourse as an enunciation forming
part of an utterance which depends on a different subject of

enunciation: for instance: ‘She collects her energy, she will rather
suffer torture than lose her virginity." It is Bakhtin who shows thatit
is not a matter of a mixed form (Marxism and the Philosophy f
Language, 3rd part).

cf. Eric Rohmer, ‘Film and the three levels of discourse, indirect,

direct, hyperdirect’, Le goit de la beauté, Cahiers du cinéma/Editions
de I'Etoile, pp. 96-9.

Michel Chion, p. 73: ‘The Bressonian model talks as one listens:
picking up as he can in himself what he has just said, to the extent
that he seems to conclude his speech as he goes along uttering it,
without giving it the chance to resonate with the partner or |_he'

public . .. In Le diable probablement no voice is resonant any moré:

(cf. Serge Daney, La rampe, pp. 135-43. In Four Nights of a Dreamé’s
the flashback takes on a special sense, because it allows
characters to talk all the more as if they were reporting their own
words. It will be observed that Dostoevski already endowed his hero
with a strange voice (‘I began as if I were reading in a book . . . when
you speak they say that you are reading in a book’). !
Marion Vidal, Les contes moraux d’Eric Rohmer, Lhermini€fs
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p. 126-8: in Claire’s Knee, the narrator turns to the woman
novelist; ‘if she allows Jerome’s story, the latter will have won, he will
have become a character in a novel, at least comparable to Valmont
and Julien Sorel. Thisis the very principle of story-telling becoming
reality [l'affabulation réalisante] which allows, through the magic of
the verb, the embodiment of an impalpable and in practice
non-existent reality.’ On what Rohmer calls ‘lie’ as cinematographic
principle, cf. Le goiit de la beauté, pp. 39-40.

Pasolini is even more important here because it is he who introduces
the ‘free indirect’ into cinema, as we have seen. For an analysis of the
speech-act in Pasolini, sometimes act of tale, sometimes act of myth,
cf. Pasolini, Etudes cinématographiques (on myth and the sacred, in The
Gospel according to St Matthew, Oedipus Rex, Theorem, Medea, Volume
I, articles by Maakaroun and Amengual; on the tale and story, in
The Decameron, The Canterbury Tales, The Thousand and One Nights,
Vol. 11, articles by Sémolué and Amengual).

On this point, as on the cinema of Straub and Huillet as a whole,
there are two essential texts, one by Narboni, and one by Daney
(Cahiers du cinéma, no. 275, avril 1977, and no. 305, novembre
1979), Jean Narboni emphasizes the buryings, lacunae or gaps, the
visual image as ‘rock’, and what he calls ‘the places of memory’.
Serge Daney entitles his piece “The Straubian shot’, and answers the
question by saying ‘the shot as tomb’ (‘the content of the shot is,
then, stricto sensu what is concealed in it, the corpses under the
ground’). Itis not a matter of an ancient tomb, but of an archaeology
of our time. Daney had already dealt with this theme in another
piece entitled ‘A tomb for the eye’ (La rampe, pp. 70-7), where he
observes in passing that there is in Straub a fragmentation of bodies
which connects them to the earth, ‘discrete picking out of the most
neutral and least spectacular parts of the body, here an ankle, there
a knee’. This would be a reason, though minor, for confirming the
comparison with Bresson and with Rohmer. To the texts of Narboni
and Daney may be added that of Jean-Claude Biette, analysing the
stratigraphic landscapes in Trop tit, trop tard and the role of pan
shots (Cahiers du cinéma, no. 332, février 1982).

cf. Daney, Cahiers du cinéma, no. 305, p. 6. And in Moses and Aaron,
the interview between Straub and Huillet, and Bontemps, Bonitzer
and Daney, no. 258, juillet 1975, p. 17.

Jean-Claude Bonnet, ‘Trois cinéastes du texte', Cinématographe,
no. 31, octobre 1977, p. 3 (it is Straub himself who spoke of telluric
sequence and central fissure).

Narboni, Cahiers du cinéma, no.275, p.9. Pascal Bonitzer had
spoken of ‘petrified and paralysing inscriptions’ ‘We are dealing
with blocs, say Straub and Huillet . .. for instance the graffiti-
dedication Fiir Holger Meins over a bloc of shots as epigraph for
Moses and Aaron is what ended up as the most important thing in the
film for the Straubs’. (Le régard et la voix, p. 67.)

Of course inscriptions in the image (letters, newspaper headlines),
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remained frequent in the first stage of the talkie; but the
usually delivered through the voice (for instance, the news
seller’s voice). Inscriptions and intertitles have their own impe
tance in modern cinema as in the silent, yet it is in a very diff
way: modern cinema carries out a ‘jamming’ of written meani:rem
Jacques Fieschi shows, devoting to the question two articles whj
compare the modern and the silent, ‘Mots en images’ and ‘Ca -
chiffres et lettres’, Cinématographe, nos 21 and 32, octobre 197 $
novembre 1977. b
The tectonic or geological power of the pictorial image in Cézan

is not one feature among others, but an overall characterig;":
transforming the whole, not only in the landscapes, a rock or
mountain outline, but also in the still lifes. It is a new system ofvisu:]'
sensation which contrasts equally with the dematerialized sensation
of impressionism, and the projected, hallucinatory sensation of
expressionism. It is the ‘materialized sensation’ cited by Straub with
Cézanne as his reference: a film is not thought of as offering or
pN)FIuFlng sensations for the viewer, but as ‘materializing them’,
achieving a tectonics of sensation. cf. ‘Entretien’, Cahiers du cm!uq:
no. 305, p. 19.
To our knowledge, it is Noél Burch who reinvents the notion of

‘reading’ of the visual image, by giving it an original meaning quite
different from Eisenstein’s. He defines.it as we saw in the Earllet’

quote and applies it in particular to Ozu: Pour un observateur lointain,
pp- 175, 179 and particularly 185. And he shows how Ozu, coming
to the Fa_lkie in 1936 (The Only Son), introduces a ‘division of il
or a disjunction between the ‘spoken event’ and the fixed image
‘empty of events'’: pp. 186-9. .
Marion Vidal analyses a sequence in Rohmer’s Claire’s Knee which
begins with an almost motionless, sculptural and pictorial image
and then goes on to a narration which will itself return to the fixed
image: ‘A to-and-fro between speech and image’ (op. cit., p. 128)-
\{ldal shows how in Rohmer speech often creates the event
Similarly, in Resnais’ and Robbe-Grillet's Last Year in Marienbad, a
to-and-fro occurs between the narrative speech which creates the
event and the static hotel grounds which assume a mineral or
tectonic value, with their different areas, white, grey, black.

Burch, op. cit., p. 174: from film continuity, ‘there results an effect
of hiatus which underlines the disjunctive nature of change of shot,
which elaboration of the rules of montage had always concealed’.
Marie-Claire Ropars analyses a movement common in Godard’s
work in this respect: the separation of the ‘abstract components’ of
the image will give way to a recomposition of all their audio-visual
support ‘in an instant, the absolute’, until the components separat€
again (Jean-Luc Godard, Etudes cinématographiques, pp. 20-7).
Visual-sound contradictions are numerous in The Man Who Lies:
the inn is shown full of people whilst the voice presents it as emply
Boris’s voice says ‘I don’t know how long I stayed there . . . whi
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the image shows him going away. But it is not the contradictions
which are of fundamental importance according to Gardies, it is
rather the repetitions and permutations which they allow, based on
a ‘paradigmatic’ which sets the visual and sound in motion (Le cinéma
de Robbe-Grillet, ch. V111 and conclusion). Chateau and Jost expand
the notion of paradigm, and bring it to bear on parameters with
functions of anticipation and retrogression: hence their discovery
of ‘telestructures’ and an audio-visual code which depends on them
(Nouveau cinéma, nouvelle sémiologie, ch. VI).

Michel Chion shows that the absolute voice-off takes on all the more
independence because it ceases to know and see everything, giving
up an omnipotence: he cites Marguerite Duras and Bertolucci, but
finds a first, remarkable example in Sternberg’s The Saga ¢
Anatahan (pp. 30-2). On the ‘voice-off-off’, when ariftis introduced
between the visual and sound, cf. Bonitzer, p. 69. More generally,
the metamorphoses of voice-off can be followed in the light of the
distinctions introduced by Percheron, when he calls ‘voice-off-in’
the case where ‘the speaker is on the screen, but no words come out
of his mouth’ (Ca, no. 2, octobre 1973), and especially in the light of
the new topology proposed by Daney (La rampe, pp. 144-7).

It is Kant who makes the ‘autonomy-heautonomy’ distinction in
another context (cf. Critique of Judgement, introduction, section V).
Marguerite Duras, Nathalie Granger, followed by La femme du Gange,
Gallimard, pp. 103—4.

Balazs, Le cinéma, ch. XVL.

In the field of linguistics, we do not refer to the analysis of the
dimensions of the speech-act, according to Austin and his success-
ors, but to the classification of these acts as ‘functions’ or ‘powers’ of
language (Malinowski, Firth, Marcel Cohen). The present state of
the question can be found in Ducrot and Todorov's Encyclopaedic
Dictionary of the Sciences of Language, trans. Catherine Porter,
Oxford: Blackwell, 1981, pp.61-7. The threefold distinction we
propose, with the interactive, the reflexive and the story-telling,
seems to us to be based on cinema but to be perhaps more generally
applicable.

On the ‘deprivation’ of language and the ‘return to aphasia’ cf.
Straub and Huillet, interview in relation to Othon, Cahiers du cinéma,
no. 224, octobre 1970, and Jean Narboni’s commentaries, ‘La
vicariance du pouvoir’, which shows how the theatrical scene
remains ‘involved’ in its cinematographic transformation, p. 45. On
Fortini Cani, Narboni pointed to ‘the idea of a text turning against
itself when it is read’ (Cahiers du cinéma, no. 275, p. 13).

“The framing here is that of speech’ (in Les films de J-M. Straub et
D. Huillet, Goethe Institut, Paris, p. 55).

Straub and Huillet: ‘The dialectic between suffering and violence is
concealed in the art of Bach himself.' And they emphasize the
necessity of showing ‘people in the process of making music’: ‘Each
piece of music that we will show will be really performed before the
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camera, picked up directly on sound and filmed in a single shot, The
core of what will be shown when there is a piece of music is on
occasion how this music is made. It may be that it is introduced by
score, a manuscript or an original printed edition ... (ibida
pp. 12-14). i
cf. the detailed analysis of the roles of Moses and Aaron in the
interview in Cahiers du cinéma, no. 258,

On the two moments, their exchange and their circulation jp
Cézanne, cf. Henri Maldiney, Regard, parole, espace, Age d’homme
pp. 184-92. Certain commentators have clearly shown the richness
of the two moments in the Straubs, from different perspectives
which always lead back to Cézanne: the ‘active mixture between two
passions, the political and the aesthetic’ (Biette, Cahiers du ci;

no. 332); or double composition, of each shot and of the relation-
sl_rup between shots, ‘the axis and the air’ (Manfred Bland, Cahiers du
cinéma, no. 305). This latter text gives an analysis of the ‘system’ in
Della Nube . . . ‘Whilst all that was being filmed, the sun moved from
the east towards the west and lit up the people, who are seen still in
the same place, from a different angle for each shot . . . And thissun
is fire, the fire which goes into the earth and wakes up the earth; itis

a sun setting, and a shot in parallel with the plane of the field." The

Straubs often quote Cézanne’s dictum: ‘Look at the mountain, once
it was fire.’

India Song is one of those films which have led to a great many
examinations of the visual-sound relationship: notably Pascal

Bf)nil.zer (Le rgga.rd et la voix, pp.148-53); Dominique Noguez
(Elogue du cinéma expérimental, Centre Georges-Pompidou,

pp- 141-9); Dionys Mascolo (in Marguerite Duras, Albatros,

pp. 143-56). This last collection also contains essential articles on La
femme du Gange, by Joél Farges, Jean-Louis Libois and Catherine
Weinzaepflen.

Marguerite Duras, Nathalie Granger, followed by La femme du
Grange: when ‘the film of the image’ and ‘the film of voices’, without
being reharmonized, each independently touches the other at the
|1_1ﬁmte point which constitutes their ‘joining’, both ‘die’, at the same
time as their respective sides are crushed (Marguerite Duras locates
this point in La femme du Gange, op.cit., pp.183—4; the film
continues none the less, as if there were a ‘more’ or a survival which
will be put into the next film, which is in turn double).

Youssef Ishaghpour, D'une image a l'autre, p. 285 (this formulation is
taken from a detailed analysis of Duras's work, pp. 225-98).
Marguerite Duras talks about the ‘depopulation of space’ in [
Song, and in particular about ‘The desertedness of the area in Son
nom de Venise . . . (Marguerite Duras, pp. 20, 94). Ishaghpour analyses
this ‘abandoning of the habitat’” which begins with La femme
Gange, pp. 23940.

Viviane Forrester, ‘Territoires du cri’, in Marguerite Duras
pp- 171-3.
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cf. Nathalie Heinich’s analysis on the river-speech complementar-
ity, Cahiers du cinéma, no. 307, pp. 45-7.
To the question, ‘Is the text of Fortini not authoritarian?’ Straub
replies: ‘This language is that of a class in power, but none the less a
language of someone who has betrayed this class as much as he
could ... (Conférence de presse, Pesars, 1976; and also ‘all the
characteristics of peasant wars have something in common with
these landscapes’).
Marguerite Duras put forward the idea, as rather ‘the fugitive
feeling of a class of violence’ in Nathalie Granger, pp- 76, 95 (and
p- 52 on the commercial traveller’s very specific situation). Bonitzer
comments on this class of violence in India Song, which brings
together ‘lepers, beggars and vice-consuls’: pp. 152-3.
Blanchot, L'entretien infini, ‘Speaking is not seeing’, pp. 35—46. This
is a constant theme in Blanchot, but the piece that we quote is the
most concentrated example. The role that Blanchot assigns to
seeing, will be all the better observed, from the other side but in an
ambiguous or secondary way.
On the practical conception of the sound ‘continuum’ and the
aspects of its novelty, in Fano, cf. especially Gardies, Le cinéma de
Robbe-Grillet, pp. 85-8. On the treatment of a sound continuum in
Godard’s First Name Carmen, cf. ‘Les mouettes du pont d’Austerlitz’,
an interview with Francois Musy, Cahiers du cinéma, no. 355, janvier
1984. Our problem of sound framing is not directly taken up by
these authors, although they move decisively towards the solution.
More generally, technical analyses seem to be lagging behind in this
respect (apart from Dominique Villain, L'oeil & la caméra, who asks
the question directly, ch. IV). We believe thata sound framing can
be technologically defined by:

1. the number of microphones and their qualitative diversity;
9. the filters, corrective or for cutting; 3. the time modulators,
with echo or time-lapse (including the Harmonizer); 4. stereo
sound, in so far as it ceases to be a positioning in space and
becomes the exploration of a sound-density or time-volume. A
sound framing can be achieved by home-made means, but only
because one would know how to produce effects comparable to
those of modern technology. What is important is that the means
come into play from the point of the sound recording, and not
only in the mixing and montage; the difference, moreover, is
increasingly relative. Glenn Gould is furthest ahead, not only in
sound montage, but in framing, which he creates with radio (cf.
the film Radio as Music). Fano's conception should be compared
with Gould’s. They imply a new conception of music, which
derives for Fano from Berg, and for Gould from Schoenberg.
According to Gould, and likewise Cage, it is indeed a question of
framing, of inventing an active sound-frame for everything that
surrounds us auditively, for everything that the environment
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puts at our disposition. cf. The Glenn Gould Reader, Knopf, N

York; and Geoffroy Paysant, Glenn Gould, un homme du S
ch. IX, which is mistaken in its analyses only in privilegin lhe'
operations of sound-montage at the expense of those of f; rarﬁin&

10 Conclusions

An excellent general presentation of Guillaume's work in this
connection will be found in Alain Rey, Théories du signe et du
Klincksieck, II, pp. 262—4. Ortigues gives a more detailed analys;
in Le discours et le symbole, Aubier. -
On the tendency to eliminate the notion of sign, cf. Ducrot and
I‘od?(.)r;:r(,) E(njlyciopaedic Dictionary of the Sciences of Language
. 349-65. Christian Metz shares this tenden j ¢
R?balrus. p- 146). sndency (Langore NN
Jean-Louis Schefer, L’homme ordinaire du cinéma, Cahiers du cinéma/
Gallimard.
These are the two extreme states of thought, the spiritual automa-

ton of logic, pointed to by Spinoza and Leibniz, and the psychologi- |

cal automaton of psychiatry, studied by Janet.
cf. Serge Daney, La rampe, ‘L'Etat-Syberberg’, p. 111 (and p. 172).

Daney’s analysis is based here on numerous declarations by
Syberberg himself. Syberberg takes his cue from, Benjamin, but

goes further, launching the theme ‘Hitler as film-maker’. Benjamin

notes only that ‘mass production’ in the domain of art found its

privileged object in ‘the reproduction of the masses’, grand

processions: meetings, sporting gatherings, ultimately war (‘The
work of art in the era of mechanical reproduction’, in Illuminations,

trans. Harry Zohn, London: Fontana, 1973.

Syberberg does not begin like Benjamin from the idea of the
reproductive arts, but from the idea of cinema as art of the
movement-image: ‘for a long time people have begun from the

‘presupposition which let it be understood that to talk about cinema

was to talk abou_l movement’, mobile image, mobile camera,
montage. He thinks that the culmination of this system is

Riefenstahl, and her ‘master who was hiding there behind’. ‘But it

was forgotten that in the cradle of cinema there had also been
tsomet‘hmg else, projection, transparency': another type of imagé:
implying ‘slow, controllable movements’ capable of bringing con-
tradiction into the system of movement;or of Hitler — film-maker.
cf. Syberberg, special number of Cahiers du cinéma, février 1980, p. 86-
cf. Pascal Kane, ‘Mabuse et le pouvoir’, Cahiers du cinéma, no. 309
mars 1980.

On not only the technical but the phenomenological differences
between the types of image, the reader is particularly referred tothe
studies of Jean-Paul Fargier in Cahiers du cinéma and of Dominiqué
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Belloir in the special number ‘Video art explorations'. In an article

in Revue d'esthétique (‘Image puissance image’, no. 7, 1984) Edmond

Couchot defines certain characteristics of numerical or digital

images, which he calls ‘immedia’, because there is no longer a

medium properly speaking. The fundamental idea is that, already

in television, there is no space or image either, but only electronic

lines: ‘the fundamental concept in television is time' (Nam June

Paik, interview with Fargier, Cahiers du cinéma, no. 299, avril 1979).

Sometimes an artist, becoming aware of the death of the will toartin

a particular medium, confronts the ‘challenge’ by a use which is

apparently destructive of that medium: one might thus believe in

negative goals in art, but it is rather a question of making up lost
time, of converting a hostile area to art, with a certain violence, and

of turning means against themselves. cf. in regard to television,
Wolf Vostell’s attitude as analysed by Fargier (‘The great trauma’,
Cahiers du cinéma, no. 332, février 1982).

Noél Burch, Pour un observateur lointain, Cahiers du cinéma/
Gallimard, p. 185.

Leo Steinberg (‘Other criteria’, lecture at the Museum of Modern

Art, New York, 1968) was already refusing to define modern
painting by the conquest of a pure optical space, and isolated two
characteristics which, according to him, were complementary: the
loss of reference to the vertical human carriage, and the treatment
of the painting as surface of information; for instance, Mondrian,
when he metamorphoses the sea and sky more or less into signs, but
above all with reference to Rauschenberg. ‘The painted surface no
longer presents an analogy with a natural visual experience, but
becomes related to operational processes . . . The plane of Raus-
chenberg’s painting is the equivalent of consciousness plunged into
the city’s brain.” In the case of cinema, even for Snow who offers
himself a ‘fragment of nature in the wild state’, nature and the
machine ‘inter-represent themselves’: to the extent that visual
determinations are information data ‘caught in the machine’s
operations and passage’: ‘This is a film as concept where the eye has
reached the point of not seeing’ (Marie-Christine Questerbert,
Cahiers du cinéma, no. 296, janvier 1979, pp. 36-7).

cf. especially Jean-Claude Bonnet, “Trois cinéastes du texte’,
Cinématographe, no. 31, octobre 1977.

On dissociation or disjunction, cf. the articles by Lardeau and by
Comolli and Géré, in relation to Hitler, Cahiers du cinéma, no. 292,
september 1978. For the definition of front-projection, and for the
use of puppets, see the texts of Syberberg himself, in Syberberg,
pp. 52-65. Bonitzer, in Le champ aveugle, draws out a whole
conception of the complex shot in Syberberg.

of. a crucial passage in Syberberg, Parsifal, Cahiers du cinéma/
Gallimard, pp. 46-7.

Jean-Pierre Oudart, Cahiers du cinéma, no. 294, novembre 1978,
pp. 7-9. Syberberg has frequently emphasized his conception of
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‘documents’ and the necessity of constituting a universal vj
school (Syberberg, p. 34); he suggests that the originality of cinema j
defined in relation to information, rather than in relation to natyre
(Parsifal, p. 160). Sylvie Trosa and Alain Ménil have both under.
lined the non-hierarchic and non-causal character of the informa.
tion system according to Syberberg (Cinématographe, no. 40, octobre
1978, p. 74, and no. 78, mai 1982 p. 20).

cf. in this connection Daney’s commentaries, La rampe, pp. 110-11,
This is a constant theme of Syberberg’s in his great text op
irrationalism. ‘L’art qui sauve de la misére allemande’ in Change,
no. 37. If there is none the less an ambiguity in Syberberg in relation
to Hitler, it is Jean-Claude Biette who has most aptly expressed it: in
‘the quantity of pieces of information’ chosen, Syberberg empha-
sizes ‘persecution against dead persons to the detriment of perse-
cution of living ones’, ‘ostracism against Mahler’ rather than
‘ostracism against Schoenberg’ (Cahiers du cinéma, no. 305, novem-
bre 1979, p. 47).

On myth as irrational story-telling function, and as constitutive
relation with a people: ‘L'art qui sauve ..
reproaches Hitler for is having stolen the German irrational.
Michel Chion analyses the paradox of the playback as it functions in
Parsifal: synchronization no longer has the object of making believe,

because the miming body ‘apparently remains foreign to the voice it
gives itself’, whether because it is a girl’s face over a man’s voice, or
because there are two people laying claim to it. The dissociation
between the voice heard and the body seen is thus not overcome, but
on the contrary strengthened, accentuated. So what is the purpose

of synchronization? asks Michel Chion. It becomes part of the

creative function of myth. I makes the visible body, not now
something imitating the utterance of the voice but something

constituting an absolute receiver or addressee. ‘Through it the image
says to the sound: stop floating everywhere and come and live in me;
the body opens to welcome the voice.’ cf. ‘L'aveu’, Cahiers du cinéma,
no. 338, juillet 1982.

The question of redemption runs through Syberberg’s book on
Parsifal, on two axes: the source and the addressee (the great head
of Wagner and the Parsifal couple), the visual and sound (the
‘cephalic landscapes’ and the spiritual speech-act). But the Parsifal
couple forms no more of a totality than the rest: redemption comes
too late, ‘the world is dead, all that is left is a frozen and murde
landscape’ (interview in Cinématographe, no. 78, pp. 13—15).

This is what Raymond Ruyer has dene philosophically in L@
cybernétique et lorigine de l'information, Flammarion. Taking int0
account the evolution of the automaton, he asks the question of the
source and addressee of information, and constructs a notion
‘framer’ which has connections with the problems of cinematogra-
phic framing. )
Paul Schrader has spoken of a ‘transcendental style’ in certaif

N

" What Syberberg
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cinema-authors. But he uses this word to indicate the sudden arrival
of the transcendent, as he thinks he sees it in Ozu, Dreyer, or
Bresson (Transcendental Style in Film: Ozu, Dreyer, Bresson, extracts in
Cahiers du cinéma, no. 286, mars 1978). It is thus not the Kantian
sense, which in contrast opposes the transcendental and the
metaphysical or transcendent.

More precisely, crystal-images are connected to the states of the
crystal (the four states that we have distinguished), while crystalline
signs or hyalosigns are connected to its properties (the three aspects
of the exchange).




Glossary

CHRONOSIGN (point and sheet): an image where time ceases to be
subordinate to movement and appears for itself.

CRYSTAL-IMAGE OR HYALOSIGN: the uniting of an actual image
and a virtual image to the point where they can no longer be
distinguished.

DREAM-IMAGE OR ONIROSIGN: an image where a movement of
world replaces action

LECTOSIGN: a visual image which must be ‘read’ as much as seen.

NOOSIGN: an image which goes beyond itself towards something which
can only be thought.

OPSIGN: an image which breaks the sensory-motor schema, and where
the seen is no longer extended into action.

RECO! " ECTION-IMAGE OR MNEMOSIGN: a virtual image which
e1 te1s into a relationship with the actual image and extends it.
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