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Real Bodies in (Un)real Spaces: Space,
Movement, and the Installation Sensibility in
Lech Majewski’s The Mill and the Cross

Swagato Chakravorty
Yale University (New Haven, USA)
E-mail: swagato.chakravorty@yale.edu

Abstract. Live-action bodies traverse digitally-constructed and digitized

spaces in Lech Majewski's The Mill and the Cross (-‘YN | K'R20Y1).

-AJEWSKI A OOLISH ARTIST WHO HAS WORKED ACROSS MEDI
as an animation of the world represented in Pieter Bruegel's painting, The

Procession to Calvary. His unprecedented blending of real and painted

bodies, spaces, and worlds in The Mill and the Cross draws attention to

the necessity of acknowledging space and movement in contemporary

approaches to embodied spectatorial experience. This essay considers how

THE ILM IMAGINES AND TREATS ITS SPACE S AND THE REL
BETWEEN THE ILM AS TEXT PAINTING AS TEXT AND THE |
traditionally contains painting—but also, with increasing frequency,

cinema. It proposes a reframing of the terms of discussion in intermediality,

shifting from painting/cinema to installation/cinema . Finally, it explores a

long-neglected notion of art and its space (and the possibility of inhabiting

that space) as they (re-)emerge in contemporary expanded cinema.

Keywords: expanded cinema, painting, installation, space, spectatorship.

“In the cinema the impression of reality is also the reality of the
impression, the real presence of motion ” (Metz 1974, 9).

“The world of a painting is not continuous with the world of its frame; at
ITS FRAME A WORLD INDS ITS LIMITS isafvodd,@HT SAY |
photograph is of the world " (Cavell 1979, 24).

From its inception until very recently, cinema has existed in the condition
of pastness. This admittedly rather general claim is, | should think, also a fairly
UNCONTROVERSIAL ONE I!CADEMIC ILM STUDIES HAS AT
cinema’s claims to realism as emerging out of an indexical argument, which in
turn derives from the ontology of the photographic image. ! The cinema available

1 English-speaking audiences encountered this most famously via the Hugh Gray translations of
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to theoreticians at the time was, after all, little more than the photograph blurring
past twenty-four frames per second. Most of the ontological and epistemological
claims about this form of cinema accordingly emphasized its distinction from
the other arts: painting, sculpture, performance. The fracturing of the familiar
cinematic dispositive around the middle of the twentieth century, followed by the
rapid and successive ascents of television, video, and “new media” (which for the
purposes of this essay | will use to refer to digital technologies, techniques, and the
moving-image works produced by them) posed fundamental challenges to most of
these claims, thereby destabilizing long-held attitudes toward cinematic realism.
| do not intend in this paper to rehearse those familiar debates, nor to comment
ON THEM 2ATHER ) WANT TO CONSIDER HOW A RECENT Il
HIS WORK IN THE EXPANDED IELD OF CINEMA AND VIDEO
thinking about the problem of cinema’s relation to the other arts to considering
the cinematic artwork’s shifting position today — when the moving image has
been incorporated into the institution of art — within what the art historian David
*OSELIT HAS CHARACTERIZED AS hHETEROGENEOUS CO
links” (2013, 2). The Mill and the Cross (Lech Majewski, 2011) is a feature-length
animation 2 of Pieter Bruegel's famous painting of 1564, The Processionto Calvary .
Majewski, a Polish artist born in 1953, has been widely recognized for his work
across media. A mid-career retrospective held at the Museum of Modern Art
(New York) in 2006 introduced his work to a North American audience with his
E X P ERIME N TAd_Ghatden of Earthly Delights (2004), playing across theatres
in New York the same year. Subsequent releases of many of his earlier moving-
image works have by now ensured his status in the commercial art world, even if
critical opinion remains more guarded (something that may have to do with the
fact that Majewski does not seem to espouse any coherent philosophy concerning
his art, which can at times hew close to music-video aesthetics).
What is so fascinating about The Mill and the Cross is its blending of painted
SPACE WITH hREALvVv SPACE DIGITIZED BODIES WITH LI\
CONSTRUCT A WORLD THAT IS AT ONCE UTTERLY ARTIICI

André Bazin’s essays. In recent years, successive reassessments of Bazin's original works have

shown how his meaning was in many instances lost in translation. Timothy Barnard’s invaluable

new translations of some of Bazin's best-known essays (2009), the edited volume by Dudley

Andrew and Hervé Joubert-Laurencin (2011), and Daniel Morgan's forceful re-reading of the

Ontology ESSAY VIA #AVELL ARE ALL WORTH NOTING -ORGAN S
several points in Bazin's essay that for a long time remained confusing or contradictory, while also

offering a convincing argument for how better to understand Bazin's sense(s) of realism in cinema.

) DON T INTEND THIS TERM IN ITS COMMON USAGE WITHIN ILM AND
later.
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Bazinian sense. What is the question to which this striking artistic decision is

A RESPONSE -AJEWSKI S TECHNIQUE IN THIS ILM IS AS F/

history of cinema. It deviates sharply from standard rear-projection practices as

well as other notable efforts at commingling painting and cinema (as, for instance,

IN %RIC 20HMER $he Ladylamd the Duke [L'Anglaise etle Duc ]). In fact,

as | suggest later in this essay, The Mill and the Cross recalls in certain ways the

SPATIAL RELATIONS ARTICULATED IN SOME OF 'EORGES -I1L
This essay argues, following some recent claims by Tom Gunning, that cinema

under the sign of new media compels us to pay closer attention to space and

movement even as it discourages a fetishization of the index. Examining the way

in which The Mill and the Cross BUILDS SPACE AND IGURES MOVEMEN

space, this essay considers the historicity of the (digital) cinematic image. History,

as Didier Maleuvre has suggested in his remarkable Museum Memories, “is not a

discourse about the present, but rather a way of conceiving one’s alienation from

time, a way of suffering the disjointedness of consciousness in time” (1999, 271).

$EVELOPING -ALEUVRE S LOGIC ) CONCLUDE BY SUGGEST

closing movement out of the space of painting and into the space of the museum

needs to be read in terms of an expanding discourse that acknowledges, without

nostalgia, the passing of a certain (idea of) cinema and turns instead toward its

afterlife “with curiosity and lack of alarm” (Hansen 2012, 279).

In/Out: The World of a Painting and the World
of its Frame

Two camera movements, their vectors opposed, bookend The Mill and the Cross .
INE AT THE BEGINNING OF THE ILM IGURES @ddiR-BNTRY IN"
the painting we know as The Procession to Calvary . The other, at the end of the
ILM IGURES OUR EXIT FROM THAT WORLD n FROM THE PA
world of which that painting forms a part. And, as | will argue, this concluding
MOVEMENT ITSELF IGURES AN OPENING ONTO A PASSAGE |
larger space of media relations.

JN THE OPENING SHOT OF THE ILM THE CAMERA TRACK
letting us glimpse what appears to be an animated tableau vivant. [Fig. 1.] In
THE FOREGROUND PEOPLE SHIFT POSITIONS IX THEIR D
their assigned poses with the faintest hints of movement. Having reached the
far end of this composition, the camera lingers on an artist describing the plan
and progress of his work to his patron, who looks over his shoulder. Then, the
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camera reverses its motion, tracking left almost all the way back. The artist walks
toward the left while remaining in front of the camera before he moves to adjust
a stray dress on the ground. A quick cut moves the camera backward, and an
impossible image is revealed.

The artist now appears diminutive, moving along the very bottom of the
SCREEN S EDGE IN FRONT OF WHAT AT IRST APPEARS T(
[Fig. 2.] It is The Procession to Calvary, by Pieter Bruegel, completed in 1564.
[Fig. 3.] The painting depicts Christ carrying the cross to Golgotha. Bruegel
FAMOUSLY INCLUDED SOME IVE HUNDRED HUMAN IGURES
#HRIST ROUGHLY IN THE CENTRE OF THE CANVAS AND M
Across this complex painting, intricate narratives suggest themselves as we scan
it visually. The artist, evidently, is Bruegel himself (played by Rutger Hauer). This
IS A ILM ABOUT A PAINTING -ORE SPECIICALLY THIS IS
came into the world (our world), and it takes up this question by constructing an
imaginative journey through the world of the painting.

The attraction of this shot does not lie in the visual plenitude of the painting’s
content, but rather in the seamless way in which what originally appears to be an
ordinary live-action scene in a “real” setting (whether studio or on-location) turns
out, instead, to belong literally within the world of a painted canvas. Off in the
DISTANCE WE SEE "RUEGEL S IGURES DIGITALLY ANIMAT
a group of three children engage in play while horses shift back and forth toward
THE CENTRE MIDDLE GROUND 4INY IGURES nIT IS IMPOSS
OR DIGITALLY ANIMATED IGURES FROM "RUEGEL S PAINTI
the circle at Golgotha. It is likewise impossible to discern where real ground ends
AND PAINTED GROUND BEGINS #ONVENTIONAL RELATION
apply to this space, for real bodies are here imagined — and represented — as one
with the digitally scanned bodies and the world of Bruegel’s painting.

IVER THE COURSE OF THE ILM WE WILL FOLLOW DISPAZ
the (imagined) activities of various individuals from the painting through that
momentous day. We will repeatedly see a seamless blending of real and painted
SPACES !T THE END OF THE ILM A SECOND CAMERA MOV
TO THE ONE THAT MARKS THE START OF THE ILM CALLS A
out at the end of the previous scene, we begin with the camera focused closely on
THE MOURNING IGURE OF -ARY n BUT THIS TIME IT IS CL
surface of the painting called The Procession to Calvary . The camera then zooms
smoothly backward, gradually revealing the whole painting, in its frame, hung in
its gallery at the Kunsthistorisches Museum in Vienna. The camera’s movement
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continues, emphatically positioning  this painting as one amongst numerous
other paintings within a museum, before we fade to black.
We might read these two movements of the camera as performative utterances,
after J. L. Austin. 2 The opening movement declares a certain set of relations by
mapping out the spatial relations between us spectators, the material artwork we
know as The Procession to Calvary, the world represented within its frame, the
ILM WE KN OH&#MAIandtheCross THE ILM W The MiDaddRhe Cross
AND THE SETS OF IGURES COMMON TO BOTH THE PAINTING
TO SAY WE ARE SPECTATORS IGURATIVELY IMMERSED WIT
painting even as we accompany the process of the creation of that very painting,
WHICH WILL SUBSEQUENTLY BE EXTRUDED FROM THIS ICT
which we belong.
The scanning movement of the camera roughly emulates our typical response
when we encounter a painting in the gallery. We approach it, we try to take it
all in at once, and then we move closer to the painting to scan it for details. As
far as the discursive space of The Mill and the Cross is concerned, the camera’s
OPENING MOVEMENT n OUR IRST GLIMPSE OF THE ILM n MAK
THIS ILM WHEN IT REVEALS IN A S M&Rrécesidito TAWVBIYENTIRET
and allows us to leisurely observe the various moving parts of this painting (that
is, once we overcome our initial visceral response to the visual attraction this
striking image offers). When the credits sequence ends, we are drawn into the
WORLD OF THE PAINTING n THAT IS NOW ALSO THE WORLD
absence of a self-conscious mixing of painted space and real space.
It is logical, therefore, that the concluding movement of the camera declares a
different set of relations by withdrawing from the world of the painting and into
the world of which the painting is a part. We had just spent an hour and a half
immersed in an imaginative journey through the possible world of a painting,
inhabiting its spaces, moving amongst its people. But now we are returned to a
different spatial system in which  The Procession to Calvary is a two-dimensional
painting, framed and hung on a wall with many other artworks like it in a museum
SPACE 4HE STATUS OF THIS ILM HAS CHANGED AND SO
history. I will return to the question of the (cinematic) artwork’s relation to history,
but for now | want to linger with the spaces and bodies of ~ The Mill and the Cross .
JF FOR 3TANLEY #AVELL THE WORLD OF A PAINTING IND:
MIGHT WE ACCOUNT FOR THE ILM S IGURATIVE JOURNEY IN-

3 Austin’s formulation of the concept of performative utterance appears in How to Do Things with
7 O R 1975).
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about this by way of a brief excursus on an installation by the Canadian artists

Janet Cardiff and George Bures Miller, titted The Paradise Institute (2001). In

its typical setting, the work comprises a large wooden chamber, split in two

levels, with stairs and doors that allow for entry and exit. [Fig. 4.] Installed

within the clean, minimal white cube of the gallery space, it looks distinctly

out of place. It is not reminiscent of Minimalist sculpture, nor does it recall the
DISCOURSE OF -INIMALISM INmECTED AS IT WAS WITH Tt
phenomenology). In this sense, at least, we cannot seek recourse to modernist

critiques of Minimalist art to help us make sense of this work.

Entering this chamber, we see theatre seats and headphones placed on them.
Donning them and seating ourselves, the soundscape of the gallery is silenced
as the chamber doors close. At the same time, a new soundscape begins in
THE DARKNESS #ARDIFF AND -ILLER S BINAURAL SOUN
for the installation. This soundtrack, as Andrew Uroskie’s discussion of the
installation notes, includes the noises of “conversations of people who seem to
surround us [...] people rustling in their seats, taking off items of clothing, and
whispering to one another” (2014, 2). Binaural audio, Uroskie points out, makes
for an emphatically locational soundscape, which overlaps with natural ambient
sounds of our fellow spectators inside this work, leading to a confused (dis-)
location of our auditory faculty.

Now a screen lights up, illuminating a “miniature diorama of seats, a
proscenium, and a balcony, at the far edge of which we might understand ourselves
to be seated. Cardiff and Miller have here constructed an alternate universe,
a heterotopia in miniature” (Uroskie 2014, 2). The nature of this installation
becomes clearer. As visitors to a gallery, we have walked into a recreation of the
classic “black box” of cinema. And as Uroskie suggests, “we can give ourselves
over to the spectacle because we are secure in the knowledge that it is a spectacle
and that we are situated on the outside of that spectacle, looking in” (2014, 3).
The Paradise Institute is an artwork that encourages the spectator to literally
enter the space of its art. In this sense, it shares its address with numerous recent
media installations which similarly encourage visitors, spectators, and users to
leave behind “their” world and to travel, literally and imaginatively, within the
artwork’s space — which is to say, an othered space?

4 | borrow the concept of an “othered” space from Erika Balsom, who adapts Raymond Bellour’s
notion of an “other cinema.” Balsom means, by the concept, a “site where cinema has become
other to itself [...] the cinematic  dispositif [...] has shattered into its aggregate parts, which are
now free to enter into new constellations with elements once foreign to it” (Balsom 2013, 16).
For Raymond Bellour’s development of the idea of an “other cinema” see Bellour (2003, 41).
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The movement of my discussion from painting and its discursive space to that
of installation art is intended to signal a conceptual reorientation that | believe
MIGHT MORE FULLY ACCOUNT FOR -AJEWSKI S ILM WHICH
certain late-twentieth century sensibility that seems to repurpose the historical
ARCHIVE OF IMAGES WITHOUT ANY GREAT ATTENTION TO ME
by the way, seems to me one reason why contemporary art criticism often becomes
confused when speaking of expanded screen practices such as those seen in the
recent works of Douglas Gordon, Peter Greenaway, Jane and Louise Wilson, and
Philippe Parreno, among others. More often than not, accounts of their works try
to invoke a critical genealogy indebted to Minimalist art theory and criticism, or
else an even more familiar framework of immersion and spectacle. ° Neither of
these modes seems adequate, precisely because their work moves freely across
FORMS OF MEDIA WITHOUT REMAINING BOUND EITHER TO M
the attractions of immersion.)
Let us consider, then, the conceptual space of The Mill and the Cross not as
that of a digitized painting but rather as that of an installation, which is what
it appears if we attempt a more embodied, haptic engagement. Let us treat its
space as one that can be entered, traversed, and experienced at a level beyond
the purely visual.
The Mill and the Cross rejects standard rear-projection practice (which pre-
dates digital cinema anyway) as well as most compositing techniques common
TO DIGITAL CINEMA NOWADAYS &OR INSTANCE WHEREAS
SIGNIICANTLY ON DIGITAL IMAGERY THeTRAWhERAY20PXDSS 7HE
completes most of its principal photography in front of a green screen and then
incorporates environmental reconstruction in post-production with digital
technigues, The Mill and the Cross showcases a tripartite approach.
Not only was a green screen involved, physical locations as well as a highly
detailed, large-scale reproduction of The Procession to Calvary were used. This
PROCESS IS AT THE HEART OF THE DISTINCTIVE LOOK OF T
NATURE OF ITS MIXED MEDIA WORLD 2EAR PROJECTION
instance, marks itself off as separate from the rest of the action which proceeds
before it. Painted backdrops, generally speaking, remain backdrops: their spaces

5 The press release for Philippe Parreno’s forthcoming exhibit in New York's Park Avenue
IRMORY UNDERSCORES MY POINT #ONSIDER THE TITLE AND IRST P/
Philippe Parreno Orchestrates Monumental Multi-Sensory Installation At Park Avenue Armory
This June.” See Park Avenue Armory , March 5, 2015. HTTP RESNICOWSCHROEDER C
upload/Headline/_Filename_Parreno%20at%20Park%20Avenue%20Armory_FINAL.pdf . Last
accessed 28. 05. 2015.
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cannot be traversed. However, it is common in  The Mill and the Cross to see real
bodies make their way over painted hills and through painted valleys. Likewise,
live action and physical landscapes in the foreground might yield without self-
CONSCIOUS ARTIICE TO PAINTED LANDSCAPES AND A MIX
IGURES IN THE BACKGROUND )T IS IN TFEMib&N®E&E THAT
Crossis also the animation of the frozen space of The Procession to Calvary , even
as that painting is itself in the process of being produced within that world.

In a recent discussion of Martin Scorsese’s use of Hitchcockian rear projection in
Shutter Island (2010), Elisabeth Bronfen makes an intriguing claim. She suggests
that the “visual instability produced by rear projection indicates that something in
excess of the cinematic representation of the otherwise unrepresentable is at play:
FOREGROUNDING THE ARTIICIALITY OF THE ILM IMAGE ALS
Rear-projected backdrops remain at a remove from the real bodies that move before
THEM IN THIS SENSE "RONFEN S CLAIM IS JUSTIIED FOR
projected scene that there is more at work in the scene than what is represented.

However, the difference between spatial construction in ~ The Mill and the
Cross and classical rear projection lies not precisely in the theatrical division
BETWEEN EVIDENT ARTIICE AND REAL SPACE BUT RATH
between the two.

IRTIICE AND REALITY ARE INSEPARABLY ENTWINED

perceptible in their difference) in  The Mill and the Cross . Real bodies exist in

UN REAL SPACES AND WITHIN THEIR RELATIONS EMERG
ARTIICE IS MORE THAN JU Sraisbi 8étter BHEikeTthe InodtSypidab
usage of rear projection, the spaces of The Mill and the Cross are conceived as
being both painted and volumetric. It thus reworks a centuries-old tradition of
endowing the two-dimensional image with volume and movement, something
WE IND IN PRE CINEMATIC SCREEN PRACTICES LIKE THE S
fascination with projection par transparence , but also — and more spectacularly —
in the “looming” movement of images produced by the Phantasmagoria.  ° In short,
THIS AESTHETIC PLAY CREATES A SUSTAINED TENSION BE
painting and volume, and ultimately between its world and ours. The tension
extends to the spectator a particular proposal: you may enter this (aesthetic) space.

3EE THE FASCINATING DISCUSSION OF TRANSPARENT PROJECTION
Wild: The Parisian Avant-Garde in the Age of Cinema, 1900-1923 (2015, 11). Although Wild

does not reach back as far as the Phantasmagoria of the late eighteenth and early nineteenth
CENTURY THE DIALECTIC BETWEEN mATNESS AND DEPTH TWO DIME
IMAGES MUST BEGIN WITH THE OHANTASMAGORIA n THE IRST PROJI
such an illusory effect.
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| am arguing that The Mill and the Cross articulates an emergent sensibility
concerning the spaces of cinema. | understand this sensibility to come into self-
awareness generally in the late twentieth century, perhaps principally in the
workings of post-1989 expanded screen practices and the architectures they generate.
Although a nuanced historiography of this sensibility — call it the SPATIALIZATION
of cinema — needs to be theorized at length, it lies outside the immediate scope
of this essay.” Instead of recalling the traditional model of cinema’s genealogy,
which generally tracks through the camera obscura, the magic lantern, and then
the cinematic image as a window onto the world, we might instead position The
Mill and the Cross in the realm of what Antonia Lant has called “haptical space,”
THEREBY REINFORCING MY PROPOSED SHIFT IN THE TERM
intermediality from  painting/cinema to installation/cinema

Lant's account of haptical space in early cinema is grounded upon a Riegl-
INMECTED THEORIZATION OF THE hHAPTICAL AND OPTICA
“role of Egyptian art in making this distinction” (1995, 50). | am concerned here
WITH THE IRST PART OF ,ANT S ARTICLE PARTICULARLY F
ILMS T Palace of the Arabian Nights (George Méliés, 1905), Lant discerns
AN hENGAGEMENT WITH THE NOVEL SPATIALITY OF CINEM/
presentation, insubstantial, without texture or material, and yet evoking, in a
wafer, a fuller illusion of physicality and exactness of human beings than any
PRIOR ARTYvV ,ANT INDS IN SOME OTHER -TLINS ILM:!
or highlighted the alluring yet illusory depths of the cinema, the impossible
COMPRESSIONS AND EXPANSIONS OF FAR AND NEAR THE U
GROUNDvV -TLINS ACHIEVES THESE EFFECTS BY hliN
with moving actors, by animating or constituting paintings through trick effects
of stop motion, splicing, and double exposure, [and] by creating a giant magic
lantern that produces both still and animated projections” (Lant 1995, 46). Such
explorations, Lant argues, show that “the spatial properties of representation and

7 Very recently, Thomas Elsaesser has proposed that we view the 18 "-century Phantasmagoria as
“conceptually [the] most challenging precursor of cinema” (Elsaesser 2015, 69). Such a move
would contest practically the entire history of cinema, which has tended to privilege the magic
lantern. Elsaesser's argument is that “the lineage of the Phantasmagoria [...] initiates a form of
CINEMA THAT DOES NOT PROJECT ITSELF AS A WINDOW ON THE WORL!
space like a frame. Rather, it functions as an ambient form of spectacle and event, where no
clear spatial divisions between inside and outside pertain” (Elsaesser 2015, 69-70). Thus, he
would position the Phantasmagoria as “the dispositive that [...] most closely approximates the
genealogical ancestor of [...] installation art” (Elsaesser 2015, 70). In fact, the ambience and
architecture of the Phantasmagoria have long been overlooked, despite being quite crucial to
structuring the phenomenological experience of visitors — a logic of spatiality that recent media
installations recover and rework in different ways. See Elsaesser 2015, 45-74.
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THEIR RELATION TO AN OBSERVER INDEED AS DEINED BY
a formulation of art theory coincident with cinema’s appearance” (1995, 47).

As the relatively historically-stable categories of cinema and painting shift
in order to negotiate new formations at the turn of another century, it makes
sense to me to try and account for The Milland the Cross A ILM ABOUT PAIN-
and cinema, created by a media artist (and thus not, in the traditional sense, a
ILMMAKER IN AN EXPANDED CONTEXT 3PACE AND THE V
of it seems to matter in art as never before. It is perhaps most obvious in the rapid
proliferation and near-ubiquity of screen-based architectures and installations
in galleries and museums. Moreover, and at a more foundational level, we can
also recall recent discussions concerning art’s relocation and circulation made by
Francesco Casetti (2015) and David Joselit (2013).

Both appear convinced that what is at stake in contemporary art is not
temporality — which had been a driving concern for both cinema and the other
arts for much of the twentieth century — but rather  spatiality . In other words,
WE MUST CONSIDER NOT SO MUCH WHAT THE SPECIICIT
rather where it is — in terms of its address to the spectator as well as the forms
of experience it enables. The Mill and the Cross offers cinematic spectatorship
that works like The Paradise Institute and many other media installations offer
the visitor to a gallery or museum today: an invitation to be part of the space of
the artwork. In this sense, it joins recent efforts across expanded cinema to once
again investigate “the spatial properties of representation and their relation
TO AN OBSERVER ;x= AS DEINED BY THE OBSERVER S P!
century after Méliés.

Ductus: The Space(s) of Art

It makes a certain kind of sense to read The Mill and the Cross not within the
conceptual framework of painting and cinema but rather that of installation

AND CINEMA BECAUSE OF THE WAY THE ILM IMAGINES
FOREGROUNDING THE OBVIOUS ARTIICE OF REAL BODI
within the imagined world of a painting that comprises this moving-image

artwork, The Mill and the Cross resembles an installation space that we may

traverse and from which we may, eventually, depart. Within this space, a form

of spectatorship emerges that emphasizes movement and affect over critical
DISTANTIATION THIS IS AN AESTHETIC SPACE THAT P
responses. We enter this space in order to move, and in turn to be moved.
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This moving aesthetic calls to mind Tom Gunning’s recent comments on the
need for a renewed attention to cinema’s relationship to motion. Gunning argues
that “spectatorship of cinematic motion” (2007, 39) can raise interesting concerns
that sidestep the either-or impasse that is the almost inevitable conclusion of any
account of cinema that grounds itself upon photographic indexicality. Gunning
WANTS TO EMPHASIZE THE OBVIOUS BUT MUCH NEGLECTE
are embodied beings rather than simply eyes and minds somehow suspended
before the screen” (2007, 39),8 and he mobilizes one of Metz's earlier essays
to support his polemic. Metz, in  On the Impression of Reality in Cinema , tries
to acknowledge the titular “impression of reality” that cinema produces by
approaching it phenomenologically. “Participation” constitutes a key concept for
Metz in this essay, for it turns out to be “affective and perceptual” (Metz 1974,

AND RELATE apfged dflavpresehce and proximity” (Metz 1974, 5). But
HOW TO ACHIEVE THIS SENSE OF PARTICIPATION 'S "UNN
movement as instrumental toward this participatory spectatorship. It is our
ability to perceive motion and the effects that has on our sensorium that, for
Metz, forms the basis of spectatorial participation. °

Whereas Gunning discusses Metz's ideas in relation to Henri Bergson’s writings
on motion, | want to look at the points he raises from a different perspective.
There is another, older history that addresses the profound connection between
movement and the art of viewing, especially as they pertain to the embodied
experience of visual art. Giuliana Bruno has addressed this directly in her efforts
to (re)locate the emergence of cinema within heterogeneous cultural practices of
image collection designed to provoke affective recollection. In her account, the
practice of exhibiting cinema coalesced around various “sites of public viewing”
such as “cabinets of curiosity, wax museums, panoramic and dioramic stages
[...] and view painting” (Bruno 2007, 17). She claims that “what turned into
cinema was an imaginative trajectory requiring physical habitation and liminal
traversal of the sites of display” (Bruno 2007, 18). Cinema is thus reconceived as a
CARTOGRAPHIC PRACTICE THAT NOT ONLY IGURES A PHYSIC
order to construct affect, but one that was always already marked by an attention
to space and movement. 1°

8 This is something Brigitte Peucker has argued for and theorized across two books:  Incorporating
JMAGES &ILM AND THBRAWALHRTSATERIAL )MAGE 'RT ANROUH.E 2EAL IN
9 All quotes from Gunning 2007, 29-52.
10 This is developed in greater depth in Giuliana Bruno’s ITLAS OF %MOTION *OURNEYS |
Architecture, and Film  (2002).
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Well before Bruno, Sergei Eisenstein had likewise characterized cinematic
spectatorship in his day as an “imaginary path followed by the eye and the varying
perceptions of an object that depend on how it appears to the eye” (Eisenstein
1989, 116). He subsequently reminds us that “in the past [...] the opposite was
the case: the spectator moved between [...] carefully disposed phenomena that he
observed sequentially with his visual sense” (Eisenstein 1989, 116). Eisenstein
adduces two examples: the Acropolis at Athens and St. Peter’s Basilica in Rome,

WHERE THE EIGHT RELIEFS OF 5RBAN 6))) S COAT OF ARNM
SEQUENCE SUCH THAT THEIR SIGNIICANCE ONLY ACCRETI
sequence is “activated” by a physical traversal of the architected space.

| want to claim that Metz's conception of spectatorial participation can be
extended to intersect both with Bruno’s media archaeological effort to position
CINEMA AS A PRACTICE OF EMOTIONAL MAPPING AS WELL
a link between architectural space and spectatorship. Crucially, all three accounts
consider motion as somehow key to the embodied experience of art. And in their
reliance on motion, they unconsciously point back to the concept of ductus that
was fundamental to medieval attitudes toward making and experiencing art.

JN MEDIEVAL ART HISTORIOGRAPHY A@uctdsRanalyZzeBRRUTHE
the experience of artistic form as an on-going, dynamic process rather than the
examination of a static or completed artwork.  Ductus is the way by which a work
leads someone through itself: that quality in awork’s formal patterns which engages
the audience and then sets a viewer or auditor or performer in motion within its
structures, an experience more like traveling through stages along a route than
like perceiving a whole object” (2010, 190). In short, the medieval conception
of an artwork was that one would “travel through [its] composition [...] led on
by the stylistic qualities of its parts and their formally arranged relationships”

(Carruthers 2010, 190). It is a quality of the artwork, but also something more: it is
the very performance and process of one’s (imaginative but possibly also literal)
traversal. The address of the artwork, and the affect it induces, is developed in
the course of this moving art of viewing. Thus, Carruthers concludes, “through
its formal disposition the work in and of itself ‘directs’ movement [...] The work
does not transparently ‘express the author’s intentions.’ Its formal arrangements
themselves are agents, which cause movements, mental and sensory and — as in
the case of architecture — physical” (2010, 201).

By way of an example, the art historian Paul Crossley’s discussion of the
architecture of the Cathédrale Notre-Dame de Chartres in France provides a
wonderful glimpse of how medieval art and architecture mobilized ductus.
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Crossley emphasizes in his account an intertwining of movement and affect,
each playing off the other. He excavates the “cognitive map” of Chartres, which
in its architected space achieved effects we (re-)discover in recent moving-image
installations. His comment concerning the “sacred topography” of Chartres, “its
altars, chapels, shrines, screens, miraculous images, between which its laity and
clergy moved, sometimes informally, at other times in a more or less prescribed
order” (Crossley 2010, 216) is especially worth noting. The full discussion (which
I will not rehearse further here) demonstrates convincingly the ways in which the
IGURES OF MARTYRS APOSTLES CONFESSORS AND SAINT
throughout the cathedral, such that they articulated a particular rhetoric — one that
is activated precisely by means of recollection in motion, in the process of one’s
“con duct” through the cathedral’s interior space. Ductus, in the medieval context,
is “essentially about performance, or [...] ‘performativity” (Crossley 2010, 215).

The “installation sensibility” — if | may call it that — of The Mill and the Cross
recalls the architected spaces common to recent expanded screen practices. Its
SKILLFUL WEAVING TOGETHER OF THE mATNESS OF PAINTEI
of real bodies, layering them in ways that simultaneously hint at illusionistic
SPACE WITHOUT EVER DISGUISING THEIR ARTIICE CONSIST
spatial construction, ultimately resists being subsumed to immersive spectacle.
4HIS ILM BOLDLY alhitexter§ of iB sleeve.!! It articulates a discourse
ON MOTION ON TWO LEVELS &IRST THERE ARE SPECIIC (
ATTENTION TO THEMSELVES TWO OF THtaSBAuWCOWWaNCIDE WITH
INE OF THESE AS ) HAVE ARGUED SERVES AS A IGURATIVI
OF PAINTING AND CINEMA AND THUS ALSO TELLS US SO
conceives of space, movement and spectatorship. The third, which makes for a
IGURATIVE MOVEMENT O U TheONll @ndl EheSTPos<C BndDito that of
the museum containing The Procession to Calvary , consists of a cut and a lengthy

11  The term comes from Giuliana Bruno, who develops it across  Atlas of Emotion (2002) and the
recent 3URFACE -ATTERS OF !ESTHETICS (2044)ERMmAWHaE fustrabinbly,- ED | A
SHE DOES NOT PROVIDE A CLEAR DEINITION OF THE TERM IT IS DE"
grounded on poetics). However, as far as | can tell, she intends the term to combine the senses
of an architected, aesthetic space that is also profoundly a haptic space, eliciting an embodied
engagement that operates along touch as much as, or perhaps more than, sight. In the case of The
Mill and the Cross , | have in mind the distinctive painted “skin” of the image as opposed to the
standard, volumetric illusion proffered by the more conventionally “cinematic” image.
12 The second appears at the moment of narrative climax, when Bruegel, challenged by his patron
to explain how he hopes to capture the enormous complexity of the painting’s subject, signals
to the miller high up on the tor. As the miller brings the mill blades to a grinding stop, narrative
time itself slows and then stops. The camera then slowly tracks through this scene. It is a
SPECTACULAR REITERATION OF A VERY SIMILAR EFFECT AT THE BEGIN
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zoom backward from the surface of Bruegel's painting. It mirrors the cut that had
PLACED US WITHIN THE WORLD OF THE PAINTING AT THE
THE SECOND ASPECT OF THE ILM S CONCEPTION OF THE !
JN THE INAL SCENE OF THE ILM WE OBSERVE A GROUP C
dance. They cavort upon real grass, while the painted blades of the painted mill,
high up on the painted tor, turn slowly as painted clouds move across a painted
SKY 2EAL BODIES MOVE SEAMLESSLY WITHIN UN REAL
BLACK THAT ENDS THIS SCENE WHAT WAS A SINGLE ILMN
until this point, we had been part of the world of The Procession to Calvary,
IF THE ILM WE TN EWadShe Cross existed within the boundaries
of that world (which, after Cavell, we should consider as being identical to the
boundaries of the frame of that painting), we are now part of a different space,
one which exists not within the world of the painting, but rather the world in
which that painting is simply one of many paintings adorning a museum wall.
With the cut, we are ejected from the world of Bruegel’s painting, for the next
SHOT SHOWS A CLOSE UP OF THE IGURES AROUND -ARY "I
AT A mMAT TWO DIMENSIONAL PAINTING THAT IS MOST DEI
the camera pulls back, revealing the entirety of the painting. It continues to retreat,
revealing part of the layout of the Kunsthistorisches Museum. Slowly, it withdraws
DOWN A CORRIDOR AS THE ILM FADES TO BLACK ;&IG =
THE CONCLUSION OF THE ILM IS STRIKING IN ITS DELIBER
considered carefully. How might we read Majewski’s choice to delineate the spaces
of his two central texts — Bruegel's Processionto Calvary AND HIS O Whd Mill M
and the Cross — while carefully elaborating their relation to each other, all within a
work that itself unfolds a sustained play of spatiality and spectatorship?

Of Museums, Memory, and Media

The museum, writes Didier Maleuvre, is “ essentially historical” because it
“participate[s] in a historical production of history” through its acts of “putting

forward an image of the past and managing the handing on of tradition through

artworks and artifacts” (1999, 9). The artwork in the museum, therefore, is not
AHISTORICAL )N FACT IT IS THE OUTCOME OF A SPECIIC
imbue those works to be found within museum walls with political agency. The great

trick of the museum, however, is that it obscures these operations, “neutraliz[ing]”

art by containing it within itself while also “[reifying] collective identity by
CONINING IT TO A SET OF SEEMINGLY ETERNAL TRAITS TH
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tendencies” (Maleuvre 1999, 10-11). The museum as a site of political operations of
memory thus reveals itself as “representing the progress of history through diversity,
yet doing it from the standpoint of a supra-historical, transcendental notion of what
this history is” (Maleuvre 1999, 11). Such is the environment within which we
encounter The Procession to Calvary . But the museum, which has been home to
painting and other arts for more than two centuries, now has a new resident of more
recent vintage. Within the museum, we also encounter with increasing regularity
that “invention without a future” — the cinema.

Cinema within the museum, much like the museum itself, “owes its existence to
modern consciousness’s sense of acute separation from the past” (Maleuvre 1999,
270), perhaps even in a unique sense. Cinema is — and has been for a while — in
the process of being memorialized in the museum, which as Theodor Adorno for
ONE HAS REMARKED EXHIBITS A DISCOMITING PR@GXIMITY 7
Indeed as Maleuvre claims, it is the “deadness of the past” that “shines through
the museum piece.” When Majewski's camera leaves behind the world of  The
Mill and the Cross and enters (returns to) the world of The Procession to Calvary ,
A RHETORICAL ACT OF DOUBLING OCCURS )F UNTIL THIS
trouble spaces of representation by emphasizing its distinctive architexture, it
NOW ASKS US TO CONSIDER THE ILM THAT WAS ALWAYS AN
IS ITSELF HELD WITHIN A MUSEUM 4HIS REORIENTATION PL
TO THE PAINTING AS ANOTHER TEXT BOTH EXISTING IN A
WITHIN THOSE LARGER hHETEROGENEOUS CONIGURATIONS
for David Joselit are now incorporated within art itself.

Maleuvre has argued that “history [disconnects] itself from time” within the
space of the museum. In fact, it is precisely the emplacement of an artwork within
the museum that wrests it outside time itself, he thus argues that “history [...] is a
way of conceiving one’s alienation from time, a way of suffering the disjointedness
of consciousness in time” (1999, 271). In the museum, confronting the artwork we
also confront its remoteness from us — a remoteness felt not just temporally, but
also, | would argue, spatially. The museum object is other to us. And yet, it is
exactly the operation of the museum — its “act of wresting” — that simultaneously
reinforces the concept of pastness. Or, in Maleuvre's words, “the historical
past does not precede its transplantation in the present: history is precisely the
recognition that the past does not exist outside of the reminiscing present” (1999,

13  Adorno discusses the German word “museal,” which for him has “unpleasant overtones.” He
proceeds to discuss museums alongside mausoleums and the general conditions of death and
dying. See Theodor Adorno (1988, 175).
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271). Reminiscence is precisely what might be an appropriate mode of relating the
discursive space of cinema to that of the other arts as they negotiate the museum
space that today contains them all. Cinema'’s entry into the space of the museum
itself reinscribes the historicity of the cinematic image. Cinema cannot exist in
the museum without having itself passed through modernity and into history (a
process that is by no means completed yet). It therefore constitutes a particularly
vibrant site of resistance to what Maleuvre criticizes as the museum’s will toward
supra-historicism and the neutralization of art.
Inthe preface to Cinema and Experience , Miriam Hansen discusses the origins of
the Committee for Cinema and Media Studies at the University of Chicago, noting
THAT THE NAME hWAS MEANT TO DESIGNATE A BROAD DI
critical inquiry into cinema’s interactions with other forms and institutions, artistic
AND VERNACULAR TRADITIONAL AND EXPERIMENTAL AN
its intersections with (or disjuncture among) different histories, aesthetic and
technological, social and political” (Hansen 2012, xvi). It is this openness of
cinema to other media, to other images, spaces and technologies that distinguishes
its address to the spectator. My claim is that in recent years, an “installation
SENSIBILITYv HAS BECOME EVIDENT ACROSS NUMEROUS
ARTIST ILMMAKERS WHO ROUTINELY WORK WITHIN AN EXP
VISION CINEMA IS MORE THAN AN HISTORICAL ARTEFACT
it is rather the beginning of a reimagining of spatial relations between cinema
and the other arts. Thus, for instance, the mise-en-scéne of Peter Greenaway’s
Nightwatching (2007) often recalls photographs or mini-walkthroughs of gallery,
museum and other installation set-pieces. * [Fig. 6.] And, as Ive argued through
THIS ESSAY THE SPATIAL CONIGURATION TheAVill a8d EVOKE
theCross THE VIEWING POSITIONS THAT ARE IGURED BY DIS
at crucial moments, and the unusual blending and animation of real and (un)real
spaces variously recall the spaces and practices of media installation rather than,
AND INDEED BEYOND THE FAMILIAR BINARIES OF PAINTIN
What recent developments in expanded screen practices and intermedial
ILMMAKING SHARE IS A KEEN INTEREST IN MOVEMENT
of expanded screen practice, this movement is often literalized. It is always a

14  As Brigitte Peucker has noted, Peter Greenaway, although trained early on in painting, is
hPRIMARILY A CURATOR OF EXHIBITIONS AN INSTALLATION ARTIS
PAINTINGS FEATURE PAINTERS AS WELL AS WRITERS JUXTAPOSE
ANALOG WITH DIGITAL IMAGES AND CREATE INTERMEDIAL PALIMPS
photography, architecture, landscape architecture, and dance.” (See her Foreword, in Angela
Dalle Vacche, ed. 2012, x).
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double movement, for in such contexts our physical traversal is designed to
stimulate an affective response. In the case of recent intermedial cinema, as |
hope to have shown in my discussion of The Mill and the Cross , it is camera
MOVEMENT AND COMPOSITING TECHNIQUE THAT IGURES OU
spaces of artwork(s). In these spaces, we visitors enact a performance common to
the medieval spectator: we traverse the spaces of the artwork. As the jarring shift

in spatial relations at the end of The Mill and the Cross suggests, this traversal
must account not only for the space within the artwork, but also the spaces that
contain that artwork in the real world. Only by considering this other, larger space

can we hope to continue to — despite the politics of the museum — account for
cinema’s encounters with “different histories, aesthetic and technological, social
and political.” Perhaps most poignantly, it is within the space of the museum that

we discover a true compass to guide our movement in thought: a reminiscence
that is also the inscription of cinema’s own historicity.
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Figure 1. Opening animated tableau vivant of Majewski's The Mill and the
Cross (2011).
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Figure2. "RUEGEL 2UTGER (AUER IS DWARFED n HE IS TO TH
SCALE OF THE PAINTING ILTHOUGH MOST OF THE IGURES
THOSE OF REAL ACTORS THE SHOT ALSO SHOWS MOVING |

—in the distant background.
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Figure 3. The Procession to Calvary (Pieter Bruegel, 1564).

Ve ey ™ - v

Figure 4. Installation view, The Paradise Institute (Janet Cardiff and George
Bures Miller, 2001).




2EAL "ODIES IN 5N REAL 3PACES 3PACE -OVEMERT AND T

Figure 5. The Mill and the Cross (2011). Moving from within the space of the
painting to the space of the museum.

Figures 6. Installation sensibility in Peter Greenaway’s  Nightwatching (2007).
Note the improbable presence of spotlights IN A PERIOD ILM THEIR BEAMS
frame the central table).







AcTa UNIv. SAPIEENTIAE , FiLm AnD MEDIA StubIES, 11 (2015) 29-37

&

DOI: 10.1515/ausfm-2015-0014

The Draughtsman’s Contract and
the Crisis of Structuralism

Paul H. Fry

Yale University (New Haven, USA)
E-mail: paul.fry@yale.edu

Abstract . Peter Greenaway’s cinema questions the numerical, verbal and

pictorial determinations of sets and systems. Two or one, even or odd?

(Twelve drawings or — thirteen?) Is two, as a stabilization of symmetry,

undermined by decompositions in time and space that defy any possible

reduction to sub-binaries? This latter question is reserved mainly for A

Zed and Two Noughts (1985), though it is anticipatedin 6ERTICAL &EATURES
Remake (1978) and especially The Draughtsman’s Contract (1982), which

| will treat as a response to both questions at once. 4HE PLOT OF THIS ILM

with its riderless horses and lack of an heir, raises the question Lévi-Strauss

RAISED IN THE MOST INMUENTIAL EXPOSITIONe OF STRUCTU
Structural Study of Myth . Two or one? Are we born of parents or are we

autochthonous? Lévi-Strauss’s reading of the Oedipus myth is an allegory

of structuralism itself: are intelligible signs born from the differentiation of

two other signs (binaries) or do they arise parthenogenetically, as “natural

signs,” from the autonomous self-identity of what they represent? On the

other hand, in the dissolution of identity we see in the body of Mr. Herbert

raised from the moat, are there appearances that dissolve identity altogether?

The paper will show how the overdetermined frame and its symmetries (the

STATIONARY CAMERA THE DRAUGHTSMAN S VIEWINDER AND
-R .EVILLE ETC ARE CONIRMED AND DISCONIRMED BY INVA!
AND THE WAYS IN WHICH DRAWING PAINTING AND LANDSC
paper” and disrupt the offspring or sterility of twinning.

Keywords STRUCTURALISM STRUCTURALIST ILM OETER 'REE
symmetry, framing.

Everyone, including Peter Greenaway himself, says that his early work is an
encounter with structuralism. Many let it go at that, but Greenaway insists too that
this early work is a critical response to structuralism, a critique of systems and
system-making that revels nonetheless in the encyclopedic shape-shiftings and
overlaps of cinematic, verbal, musical, painterly and numerical language systems.

In speaking of systems, as Greenaway often also does, | seem to have brought us
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forward to the theoretical present, to the work of Niklas Luhmann and others.
Henry Sussman has made this move in discussing The Pillow Book of 1996. But
we have to do here with cinematic work that spans the period 1978-1985.

The Draughtsman’s Contract , which is not without an Oedipal storyline, is often
UNDERSTANDABLY CALLED A STRUCTURALIST ILM WITH "'l
WITHOUT PAUSING TO CONSIDER THE PREMISES AND MET
ALSO WITH ALL -RS 4ALMANN S IRONY ABOUT hSIGNIICAN

Besides The Draughtsman’s Contract O F ) HAVE CHIEmY IN MIND T
experimental pseudo-documentaries, 6ERTICAL &EATURE®) akiMAK E
Falls TOGETHER WITH THE FE A DthBdhtshha, A Aol BnéF OLL OV

Two Noughts (1985). For this period we must assume that words like structure
and system arise both from the anthropological and linguistic structuralism of
,IVI 3STRAUSS WITH *AKOBSON AND FROM THE ILM THEOR
contemporaries, doubtless including British refugees from literary study like
Stephen Heath. To this constellation we should add, in the spirit of critique insisted
on by Greenaway, the early work of Derrida, especially the epochal 1967 critique
of Lévi-Strauss, Structure, Sign and Play in the Discourse of the Human Sciences

But this roll call still does little to overcome our prevailing vagueness when
we speak of Greenaway and structuralism. In this paper | want to describe what
THE EVIDENCE OF THE ILMS THEMSELVES SUGGESTS TO |
has in mind, and in so doing | must begin by insisting that a certain form of
STRUCTURALISM EXTREMELY INMUENTIAL IN CINEMA A
partially in play, though itis certainly involved. By this | mean the psychoanalytic
structuralism mediated by Lacan. The agenda for a structuralist account of “the
LANGUAGE OF ILMv IN THE PERIOD IMMEDIATELY PRECE
have mentioned is laid out by Christian Metz, especially in The Imaginary
31 G N Il &iRten between 1973 and 1976 and soon translated. For Metz, the
central structuralist concept for understanding cinematic language as a quasi-
unconscious system was Lacan’s alignment of condensation and displacement
in the Freudian dreamwork with the rhetorical terms metaphor and metonymy,
terms that Lacan found characterizing the two types of aphasia in the essay on
the aphasias by Roman Jakobson. Even though Metz rigorously criticizes the
imperfect overlap between these pairings, together with the imperfect overlap
between the pairings metaphor/metonymy and paradigmatic/syntagmatic within
*AKOBSON S SYSTEM ITSELF -ETZ BUILDS HIS OWN SYST
in their very imperfection a measure of freeplay, an elusiveness evocative of
unconscious thought, in the language of cinema.
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In my opinion, however, while important, this is not the account of
structuralism that matters most to Greenaway. He is still more interested in the
temptations offered by structures that seduce waking consciousness, granting
that unconscious structures may superimpose themselves on the attempts
AT SCIENTIIC OBJECTIVITY THAT OBSESS THE MALE PROT,
| shall soon try to say how this preoccupation directs Greenaway's emphasis
in dialogue with structuralism, but | should anticipate here the way in which
even for him, despite his undoubted belief that Freud could pose as one of the
CRANKS WHO POPULATE HIS ILMS THERE REMAINS AN UN
the anthropological unconscious — which has to do with inheritance , a theme
obviously central to The Draughtsman’s Contract and one that inescapably takes
an Oedipal form: What determines paternity, who is the father that is killed and
BY WHOM AND WHY DOES THIS SACRIICE REPEAT ITSELF AC
THESE QUESTIONS YOU C#Ahe DidughiEiddh’'sFCloractQ F
In this form, then, the psychoanalytic perspective remains, but it presents itself
in Greenaway's playful structures as an experiment with intermedial languages,
perhaps indeed not unlike what Freud and Lacan after him call the  rebus in the
dreamwork, or what the anti-Freudian Deleuze calls multiple plateaus: that is,
the way in which an unconscious thought or even a conscious one, as typically
IN '"REENAWAY S ILM LANGUAGE CAN BE COMPRISED OF VE
NUMERICAL SIGNS MIXED UP TOGETHER n AND ALSO OF COU
static and moving images. Greenaway in his recent defences of an anti-narrative
cinema has spoken perhaps too emphatically about the inferiority of image-based
narrative to spoken or written verbal narrative. The sentence “The girl looked out
of the window” properly leaves a great deal to the imagination, he says, whereas
ILM NEEDS TO FRAME THE GIRL LIKE THE WINDOW ITSELF T
expression, and what she sees all at once in ways that imprison both her and the
SPECTATOR n LIKE A ZOO OR A SYSTEM "UT IN THE ACTUAL \
as Brigitte Peucker (2014) has shown, this contrast between the visual and the verbal
is too neat. Especially in The Draughtsman’s Contract , as she says, the exuberant
freeplay of verbal metaphor borrowed from English Restoration Comedy offsets and
liberates the self-conscious and self-critical enframings of the draughtsman’s grid,
TOGETHER WITH THE ILM S SYMMETRIES AND THE IXED CAMI
or tracking. Music in the meantime obtrudes its own code. The manifest structure
OF A 'REENAWAY ILM THEN IN Olk&awbhiy. OR ANOTHER IS
So what do | think Greenaway means by “structuralist” when he accepts that
adjective in accounts of his work and willingly repeats it? | think that what he



32 Paul H. Fry

means arises from the Saussurian premise that the binary is the foundational
principle of semiotics, especially as this premise works itself out in the structural
anthropology of Lévi-Strauss, and yet more especially in the famous chapter on
“the structural study of myth,” which features Lévi-Strauss’s confessedly amateur
and unguardedly anti-Freudian interpretation of the Oedipus myth. As he spreads
out his rows and columns concerning key events and recurrent symbols in all the
versions of the myth he has ready to hand, Lévi-Strauss argues that the underlying
question answered by this myth, as indeed by all myth, is the question “two or
one?’ Are we born of one parent, as in parthenogenesis or autochthony, or are
we born rather of two parents? “Madam,” says Mr. Neville in Draughtsman to
Mrs. Talmann, “[the child Augustus] is an ‘orphan’ because his mother became
a Catholic?” Is every exogamous birth among these intolerant Protestants a false
virgin birth? Mythical thinking posits that we are natural signs, representing by
reproducing the unique thing that gives rise to us, in keeping with positivist
linguistic theories: the name Adam means “red clay,” the name Oedipus means
a foot swollen by the clay still sticking to it, both heroes having been born from
the earth in Eden and on Mount Cithaeron, respectively. In short, born from one.
Needless to say — but it just is not clear, at least to me, how fully Lévi-Strauss is
aware of this himself — this reading of birth myths, or  reproduction myths as we
MAY MORE POINTEDLY SAY OF MEDIAL SYSTEMS NOT ON
version of Freud, the father Lévi-Strauss kills off in proclaiming his own science,
BUT IS ALSO AN ALLEGORY OF STRUCTURALISM ITSELF 3C
truth of structuralist science is born of the difference between  two arbitrary signs
(what coupling could be more arbitrary than Jocasta and Oedipus, who produce
the truth between them?), whereas mythic meaning — positivism’s myth of natural
signs — entails a sign born directly from its object. Something like what | have just
outlined would be Lévi-Strauss’s allegory, but by the time of Greenaway the birth
MYTH OF STRUCTURALISM OPPOSES ITSELF NOT ONLY TO
pragmatist theories of the sign discussed by the mad linguists of The Falls —
but also by the uncontrollable dissemination or monstrous birth of the sign that
Derrida called an “event” in the essay | have mentioned, and that we have since
called deconstruction. Born from one or born  not from two but from everything,
everything interconnected yet beyond the remotest conceivable horizon of order,
the encyclopedia gone mad: at the meeting extremes of indivisible unity and what
the languages of A Zed and Two Noughts would call decomposition. The one and
the shapeless many are the evil twin enemies of the science of structuralism. |
shall be returning to these dangerous extremes in conclusion.
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As | now get down to cases, my paper will turn out to be about the number 11,
a double “vertical feature” that can produce the number  two, either by addition
or in Roman numerals, or can be the two verticals we visualize as twins, or can
BEGIN AN ININITE SERIES ONE ONE ETC IN PERPETUITY
binarism (this alongside that vertical) —or  perhaps can represent the doubling of
THE PSYCHOANALYTIC UR SIGNIIER MISLEADINGLY REPRES
| of the ego but really doubling the ego as the name of the father, the vertical form
that Lacan for obvious reasons calls the phallus.

Soit'stime for our elevenses. In The Draughtsman’s Contract there unexpectedly
appears aladder — leaning against the house, leading up to the window behind
which one of the trysts occurs, and later said to be used mainly for “the collecting
OF APPLES v 4HIS LADDER APPEARS AS A MIST RISES ONE
riderless white horse emerging from the second and Mr. Neville, the draughtsman
returning from Radstock emerging from the third. Mr. Neville, who hates any
change in what he sees, decides even so to put the ladder in his drawing, though
HE DERISIVELY CALLS IT A hMERETRICIOUS VERTICAL v STI
an enemy of interpretation. A cigar is only a cigar. More or less in agreement here,
THE BRILLIANT 3ARAH 4ALMANN WHO IS THE EPICENTER OF
of its conspiracies, describes her husband’s “long white britches” as a meretricious
vertical when she goes on to say that they contain “nothing of substance,” a
problem that complicates the possibility of birth and inheritance for the estate.
“Woman, it takes two!” says her husband. “It does indeed, sir.” It is she, too, here
teetering toward Lacan, who ironically parries and parodies Mr. Neville's boastful
WORDPLAY ABOUT HIS PHALLIC hSIGNIICANCE v 3HE HAS S.
FROM THE HOUSE SHE FEELS THAT SHE LESSENS IN SIGNII
as she always is, of her decreased commodity value in relation to property as the
prospect of a son’s inheritance decreases. With comparative naivety passing for
LIBERTINE WIT -R .EVILLE RESPONDS hWHAT ShéNIIES DOE
double entendre THAT OF COURSE ENTIRELY SUITS -RS 4ALMANN
OF SIGNIICANCE TO INHERITANCE ONLY .0 MALE HEIR NO
any case the ladder in question, which has appeared less prominently against
a white wall toward the end of 6ERTICAL &EAT URE®SURE dbdsknBve
rungs as well as verticals. They are what bind the binary , for example completing
THE LETTER ( IN THE TITLES OF 'REENAWAY S BERERIMIENT.
Features, H Is for House and ! 7ALK 4 HR O.AS&Gteénaway explained in his
accountof 6ERTICAL &tBAhDtizBEaSs indispensable in making a grid, the
rectangle that constitutes any and all frames and horizons.
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"UT THE 'REENAWAY LADDER ) WOULD ARGUE IS IRST /
number qua number makes a lone anecdotal appearance in Draughtsman. It is
the number of trees planted by a Mr. Lucas to commemorate the birth of his
eleven children — nearly all of whom, but not all, died in childbirth or infancy.
The eleven trees, which thus fail to bear fruit, as it were, are given the names, or
SIGNIIERS OF THE CHILDREN NOT OF THE SPECIES IDEN"
seed, to be what they are. Hence they are purely arbitrary signs, barren of identity
or intrinsic meaning. There are twelve drawings in the contract, not eleven, until
the fatal thirteenth is attempted, and we may say not only that despite its symmetry
as an even number (there are two sets of six drawings), 12 is itself dangerously
IN EXCESS OF THE STRUCTURALIST EQU | Raédivayl AR KED E
ILLUSION OF SYMMETRICAL COMPLETENESS LIKE SO MUCH
ubiquitous and commonplace black-and-white binary of the drawings themselves
AND OF THE COSTUMING -R .EVILLE HAS BEEN HIRED T
BLACK AND WHITE v TO IX IT IN PLACE DEVOID OF BIRDS
The number 12 after all does not implicitly  contain the mystery of 2 or 1 but
poses the mystery openly as a question — 1 or 2? — which seems progressive rather
than symmetrical: from 1 to 2, and so on forward. The introduction of 3 in 13 is
not only unlucky but introduces an excess to the mystery itself: to produce an
heir at Compton-Anstey, a third has been scandalously needed , with Neville, a
name containing 11 in its two I's, supplementing Talmann, a name that would
mean tall man in English only if it had two I's. Mr. “new evil 11" is punished for
his exogamous paternity, “never ill” until now but about to be “null,” blinded
before he dies like Oedipus before him.

Graphically, the number 11 is a twin towers, like the empty Eiffel Tower from
which the horizon organizes itself as described by Roland Barthesin  Le tour Eiffel
(1989) or the twin towers of New York as described long before 2001 by Michel
de Certeau (1984) as an empty principle, mimicking the vertical, paradigmatic
axis in Jakobson’s Linguistics and Poetics (1960), that organizes the horizontal,
syntagmatic city at its feet. Naturally enough, such structures are everywhere
in 6BERTICAL &EATU.RESwaé kbwef B the right of another, narrower
tower in a recurrent image is where, in a signature mise en abime, Greenaway’s
alter ego Tulse Luper — a name with two I's — has stored the footage that the
pseudo-scholars described in the voice-over are trying to reconstruct for this
ILM 4HIS SHOT TURNS UP A GhelMIR wReEeARNeEvaterftowst is
ONCE AGAIN IDENTIIED AS A ILM ARCHIVE 4HESE TOWER
STORE IN THEIR VIRTUAL VERTICAL SPACE THE SIGNIIERE
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horizontal axis of compaosition, according to structuralism. As Jakobson famously
put it, the poetic function transfers the principle of equivalence from the axis of
selection to the axis of combination. You can never actually ascribe substance or
content to the vertical axis of selection from which structure emanates any more
than you can directly study the unconscious. The event or advent of structure
emerges from what is truly an empty, meretricious vertical.

But to come closer to 11: each of the four remakesin 6ERTICAL &daisistsd RE S
of eleven sets of eleven counted segments of footage representing manmade and
natural verticals, although this division becomes more and more obscure with
each remake, with tendencies to lose count, with the replacement of counting by
the composer Michael Nyman'’s increasingly complex percussive score (which is
STILL HOWEVER DOMINATED BY TWICE REPEATED CHORDS
of this number seems to disappear in The Falls, which consists of ninety-two
brief pseudo-biographical studies of victims of “V-U-E,” the “violent unknown
event” — “that which is seen” in the French behind the acronym, “ vue,” as
opposed to that which is known. As Greenaway has often said, Mr. Neville's
problem in Draughtsman focuses on the difference between what is known and
WHAT IS MERELY SEEN AND IN THE ILM -RS 4ALMANN RE|
Mr. Neville. The surname of all ninety-two victims of the V-U-E, taken from a
directory, begins with the letters “f-a-I-1.” But walit, there it is, the number 11 in
the letters “I-l,” attached rebus-like now by a musical note, fa, to the fall which
characterizes many of the violent unknown events caused by the revenge of birds
against being caged by vertical bars in human thought and practice: “falls” as a
word being a slight evasion of the word “phallus” but also a slight evasion of
the word “false” — and, of course, as an event, evoking the repeated falls of man,
constantly repeating the link with the apples that the ladder in Draughtsman is
used to pick. In AZed and Two Noughts THE APPLE IS THE IRST OBJECT T
in time-lapse photography.

4HE TWO ONES IN ARE TWINS RENDERED IDENTICAL H¢
obsessiveness — by a structure into which they are inserted. In A Zed and Two
Noughts, the twins Oliver and Oswald Deuce (two O’s or zeros masquerading
AS ONES OR IDENTITIES LOOK QUITE DIFFERENT FROM E.
and dark-haired, dressed differently, reacting to grief at the loss of their wives in
seemingly different ways, but in the long run their obsessively shared activities
make them identical, and we often see them side by side, like 11, like the bars
of animal cages, like the curtains framing the bed of Alba, whose personal
SYMMETRY CAN BE RESTORED ONLY BY THE LOSS OF A SI
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twins of Draughtsman , the Poulencs, are structurally at least as important as the

Deuces, though their marginal presence in the screenplay seems meretricious.

A4HEY APPEAR IRST DURING THE CREDITS LATER AT THE
BUT DO NOTHING ON WHICH THE PLOT TURNS UNTIL THE
they who kill Mr. Neville, each using a straight white cudgel resembling a one or

an | to deliver alternating blows. Having stood outside the narrative frame, they

now slide under it. But beforehand, they have not only been an 11, dressed in

matching white and always speaking and gesturing in sympathy, which made

them uncannily one — that is part of the lore of twins — but their double vertical

is also repeated twice within THEMSELVES IRST IN THE DOUBLE P
'REENAWAY SEEMS MORE OR LESS TO HAVE INVENTED FO
the twin peaks of the blood-red lipstick each of them wears. They are examples,

in short, of the binary subsets, with one always becoming two at a new level,

which Roland Barthes describes as the principle of narrative in ~ The Structural

Analysis of Narrative (1977). Each of their names contains one |, but together

they are 11, and also hell. Vamping gay mannerisms like their namesake the

composer Poulenc, they are two similar ones who do not reproduce.Prominently

IN '"REENAWAY S EXPERIMENTAL ILMS mEETINGLY IN VAR
in the recent intermedial extravanganza, Tulse Luper Suitcases, Greenaway'’s alter

ego Tulse Luper has an evil twin, Van Hoyten. In  Draughtsman , Van Hoyten is the

name of the Dutch landscape architect who by the time of Mr. Neville’s return

from Radstock has come from The Hague to install himself on the estate not as

a draughtsman but as an improver, and he appears to have installed himself as

though he were Mr. Neville in Mrs. Talmann'’s libidinal economy. Mr. Neville is

now dressed in white, having been in black during his Compton-Anstey sojourn

in contrast with all the other principal characters in white, and Van Hoyten is in

BLACK SIMILAR TO WHAT -R .EVILLE FORMERLY WORE 7
alongside each other with Mrs. Talmann, we realize that they look very much

alike. They are the structuralist twin and the anti-structuralist twin. Mr. Neville

IXED THE ESTATE IN BLACK AND WHITE WHILE 6AN (OY
PROPOSING TO mOOD THE LOWER GROUNDS PROMPTING -
BUT NERVOUSLY WHETHER HE PROPOSES TO JOIN INSTE®
of all framing. It is always animals and the human being hired to be a garden god

who violate frames and destabilize verticals, as when the garden god removes an

obelisk from its pedestal, replaces it with himself, and urinates a diagonal line.

When in the end this garden god lowers himself from the equestrian statue by the

moat where Mr. Herbert's body was found and where the dead Mr. Neville has
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now been tossed, we must wonder whether, in the deconstructed frame of things,

the centaur-like detachment of mind from body we have witnessed throughout

THE ILM RETAINS ANYTHING LIKE THE STABILITY THAT BELO
ALL EVEN WHEN -R (ERBERT S BODY WAS PULLED OUT OF
still rode the bronze horse. What happened to it on the evening of Mr. Neville's

death? Did the garden god put the sign of the father wherever it was that he had

put the obelisk?
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Abstract . The paper proposes to focus on the multiple affordances and

intermedial aesthetic of the cinematic tableau seen as a performative space

resulting in the impression of watching a painting, a theatre stage, a shop

WINDOW A DIORAMA OR A PHOTO ILMIC INSTALLATION IN WH
STILLNESS AND MOTION IS ACCOMPANIED BY A REmEXIVE EMP
senses. Such images, described extensively by David Bordwell in his writings

ON THE EVOLUTION OF ILM STYLE ARE BEING RE EVALUATED
“tableau form,” “absorption and theatricality” in modern art and photography

(e.g. Jean-Frangois Chevrier, Michael Fried). In particular, the aim of this

PAPER IS TO EXAMINE INMECTIONS OF THE CINEMATIC TABLE.
contemporary European authors, Corneliu Porumboiu (Romania), Roy

Andersson (Sweden) and Joanna Hogg (UK), and relate them to the paradigm

of the Dutch interior established in seventeenth -century painting. *

Keywords: intermedial aesthetic of the tableau shot, Dutch interior in
cinema, Corneliu Porumboiu, Roy Andersson, Joanna Hogg.

The Tableau Shot as a Space of In-Betweenness

Harking back to the theatrical tableaux of early cinema and modernist practices

of pictorial abstraction, the so called tableau shot ? has developed into a
SURPRISINGLY VERSATILE IGURE IN CONTEMPORARY CINEM
MAINSTREAM BIO PICS AND HERITAGE ILMS WHERE SHOTS (

1 This work was supported by a grant of the Romanian Ministry of National Education, CNCS —
UEFISCDI, project number PN-II-ID-PCE-2012-4-0573.

2 "EN "REWSTER AND ,EA *ACOBS DEINE THE TABLEAU AS hA CHARACTE
and a type of constructions which relies on that type of shot. This is the centred axial long shot,
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BECOME KEY IGURES OF A MANNERIST AESTHETIC AND A
the narrative to a certain period in history (see Vidal 2012). It is however, in the
CATEGORY OF ARTHOUSE ILMS WHERE WE SEE A PUZZLIN
tableau. It can be seen as a recurring device of contemplative “slow movies”
that have ETCHED OUT THEIR OWN NICHE ON THE INTERNAT
in the last decades, lyrical documentaries, and experimental works bordering
on installation art. We may recall in this respect the almost still tableaux of
Pedro Costa or Béla Tarr 2 Alexander Sokurov’s 3PIRITUAL (®0khCvay:
golosa, 1995) documenting the life of soldiers in a permanent state of war on
THE BORDER BETWEEN 4ADJIKISTAN AND IFGHANISTAN \
A SUBLIME MORE THAN MINUTES LONG SCENE OF A W
IXED CAMERA SLOWLY CHANGING IN TIME *EAN #LAUD!|
essay, 4AHE %N CL O S E(Da 6alléd ¢toge, 1995) with its images composed
AS 20MANTIC LANDSCAPE PAINTINGS THE SERIES OF T/
Michelangelo Frammartinos ,E 1UATTRO 60OLTEBR *OHN 'KOMFRAH
Nine Muses (2010) alternating found footage with painterly compositions of
MAJESTIC STILLNESS )N THE CATEGORY OF ILMSthe ONCE
examples may include: Lav Diaz's beautiful &ROM 7HAT I§-"lHFAOBE +UNG
Ano ang Noon A MORE THA M HalfthodtdNIBng motion picture
EXPERIENCE UNFOLDING IN LENGTHY TABLEAU SHOTS 4
contrasting in long takes the hustle and bustle of contemporary urban landscapes
(Hong Kong, Marseille, Tokyo) with the extreme slow walk of a Buddhist monk

E G THE SHOROKIERIS*OURNEY TO TH ENGm8Jleep, 2015),

OR HIS FEATURE ILM CONSISTING OF LOOSELY Gi@aWNECT
Dogs (2013), etc. These examples, pinpointing some of my latest revelations in

THE IELD ARE HOWEVER ONLY MEANT TO TENTATIVELY
where discussions about the cinematic tableau may be relevant today. The scope
of this article is in fact much narrower. Instead of an inventory of this stylistic
device in different areas of world cinema , | merely propose to unravel certain
paradigmatic features of the renewed aesthetic of the tableau, hoping in the
PROCESS TO CONTRIBUTE TO A MORE REINED UNDERSTAN
OF THIS IGURE ) WILL DO THIS THROUGH AN ANALYSIS
OF ILMS THE RECENT WORKS OF THREE %WUROPEAN AU"
Porumboiu, the Swedish Roy Andersson and the British Joanna Hogg). All of

LOOKING AT AN INTERIOR AS IF AT ABOX SET ON STAGE FROM THE CE
CONSIST LARGELY OF SUCH SHOTS LINKED BY INTERTITLES THEY L
between simultaneous scenes. This has come to be called ‘tableau construction™ (1998, 38).

3EE A THEORETICAL DISCUSSION OF THE PHOTO ILMIC QUALITIES OF
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THESE AUTHORS SEEM TO HAVE DESIGNATED THE TABLEAU

style, resulting in works that are very different, but that somehow still share a set

OF KEY FEATURES ! COMPARATIVE ANALYSIS OF THEIR ILM

OF THE MOST IMPORTANT INMECTIONS OF THE TABLEAU FO
In the broadest sense the premise of my investigation is twofold. On the one

hand | situate the tableau within the interpretive framework of intermediality,

viewing it in terms of overlapping forms of art and culture, with elements derived

from painting, theatre, photography, performance, and new media. On the other

hand, closely connected to this, and acknowledging the permutational quality

of the tableau (i.e. its possibilities for variation), which has been extensively

treated in the writings of Noél Burch (1979) and David Bordwell (1981, 1988), *

) REGARD THE CINEMATIC TABLEAU NOT ONLY AS A UNIT

MEXIBLE PARAMETERS AS A SET O FhighlyYttanSgrésSiveIan®@ KER S B

performative structure. ® The tableau is always able to bring forth the intermediality

of cinema as a productive in-betwenness, ° assigning the form of one medium (e.g.

painting, photography, theatrical mise-en-scene TO ACT AS A MEDIUM FOR A

IGURE THE TABLEAU SHOT IN THE"Constguenty, v®shotd CINEM A

try to understand the variations of the tableau shot also by mapping out the network

of media connections and the dynamics of in-betweenness that they enable. The

cinematic image may open up towards painterly vedutas, domestic genre scenes,

theatrical arrangements or operatic tableaux performances, in other cases we have

a more stylized picture, an ornamental composition, or a minimalistic play upon

stillness and motion, rhythm and stasis, depth and surface, or we may behold

4 See also several entries on Bordwell’s website: HTTP WWW DAVIDBORDWELL NET BLO
tableau-staging/ . Last accessed 05. 07. 2015.
5 The notion of performativity in this case is used more closely to its use in linguistics (as it
appears in the writings of John L. Austin and John Searle on “speech-acts”), where it refers to
the capacity of speech not simply to convey meaning but to carry out and action, and is not
employed in its wider sense appropriated by the so called “performance theory” or “performance
studies,” in which it has become “an adjective that can be applied to the dramatic or theatrical
aspects of a situation or object of study” (Loxley 2007, 169).
3EE MORE ABOUT THE PERFORMATIVITY OF INTERMEDIALITY IN OETHP
argued elsewhere that intermediality can also be conceived as a process of “becoming” in a
Deleuzian sense, something that “always ‘folds’ from within, emerging from the immanence of
cinema’s multimedial texture. As the form of one medium resurfaces within another, it always
brings to the foreground a heightened sensation of imminent transgression (...) ‘as if’ one
medium had been brought to the verge of collapsing or imploding into another without such a
COLLAPSE EVER TAKING PLACEv OETHP
7 See in this respect the idea of Joachim Paech that “the medium formulates and the form
IGURATESvY | E THE MEDIUM BECOMES OBSERVABLE AS FORM AND TI
THE IGURE ICCORDING TO HIM INTERMEDIALITY CAN BE DESCRIBED
RE INSCRIPTION OF A MEDIUM AS A FORM IN THE FORM OF ANOTHER M|
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images conceived in the manner of pictorial photographs, of single channel video
installations, and so on.

In all these manifestations, the cinematic tableau shot draws primarily on the
framed, self-contained “picture” (tableau) form in media history, on an inter- and
TRANSMEDIAL OFTEN SELF REmEXIVE STRUCTURE SEE
had a long, “adventurous” journey in-between media, being “dislocated” from
painting (where it had its own evolution culminating in modern art displayed
IN GALLERY SPACES AND ADOPTED AS A FORMAT IN PHC
art. As the tableau form emerges in cinema, it also brings with itself a series of
general attributes inherited from painting and shared with photography and new
media. The tableau shot does not merely establish or “describe” a setting, or
contain a particular choreography of the characters on the screen, it is usually
constructed as a standalone image, which confronts the viewer without being
fragmented by intra-sequence cuts. Accordingly, it can also be described with
the much debated notions of “absorption” and “theatricality” introduced by
THE ART HISTORIAN -ICHAEL &RIED WHO USED THEM T
the immersive world of realist painting to modern art, minimalism and the
exhibition of mere “objecthood” (see Fried 1988, 1992, 1998a, 1998h.) Although
ORIGINALLY THEY WERE EMPLOYED AS CONmMICTING TER
photographs and video installations their antagonism was effectively called into
question.® ) SUGGEST THAT ESPECIALLY IN SOME OF THE WC
the recent revival of the tableau form in cinema has produced further challenges
to these concepts through foregrounding the inherent duality of theatricality and
absorption underlying the tableau aesthetic.

IS A FRONTAL LONG TAKE ILMED WITH A MORE OR LE¢S
offers the impression of viewing a painting, a photograph in motion, or gives
the viewer access to what seems like the interior of a box. What is common in
the different manifestations of the tableau is that it sustains both a particular
type of spectatorship (based on the distance maintained between the viewer and
the screen), and a particular relationship between the characters, objects and the
natural or architectural space visible on the screen, which all appear to be sealed
off and closely interconnected within the frame of the picture. In comparison, we
MAY REMEMBER HOW IN CLASSICAL NARRATIVE ILMS THE |
into the illusory world of the screen. The mobile camera eliminates our position

8 See Fried’s analysis of Jeff Wall’'s photo-exhibits, meticulously staging scenes of everyday life
(Fried 2008), or his discussion of the anti-theatricality of Douglas Gordon'’s video installations
(Fried 2011, 2015).
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OF IXED DISTANCE AND IN THE WORDS OF "ILA "ALCZS IT
very heart of the image.” He writes: “The camera takes my eye along with it. [...]
) HAVE NO STANDPOINT OF MY OWN ) TRAVEL WITH THE CF
joinin the ride” (2010,99). 4HIS IDENTIICATION WITH THE CAMERA TC
SEAMLESS EDITING ENABLES A mUID ORIENTATION IN SPACI
cinematic world oblivious of its frame.

4HE SPECIICITY OF THE TABLEAU IN THE MOST GENERA
(in the words of Balazs 2010, 99) as an “insulated space, manifesting itself as a
MICROCOSM v TO WHICH THERE IS NO SUCH mUID ACCESS
allow, instead it is something we are not in the middle of, but something we
always watch from the outside. So while such a shot preserves the voyeuristic
distance of spectator and screen, inasmuch as we view the scene from the same
IXED POSITION FOR A CONSIDERABLE LENGTH OF TIME TH
we are more in the position of the “pensive spectator” described by Raymond
Bellour (2007) and Laura Mulvey (2006). In Bellour's words, the relative stillness
OF THE IMAGES hTEMPERS THE @HYSTERIA OF THE ILM
DEEPLY INTO THE mOW OF THE ILM THE SPECTATOR IS SI
on it with a maximum of intensity” (2007, 122). At the same time, observing
characters absorbed in their action and interacting with each other in a static
shot, as if arranged on a canvas, a stage, or in a photographic light box, may
PARADOXICALLY HEIGHTEN BOTH THE SENSATION OF REAL
THE EFFECT OF AN ARTIICATION OR EXHIBITION OF AN EVE
the more “vernacular” tableau shot appears to take shape according to a similar,
yet somewhat reverse principle as the tableau vivant proper (i.e. the explicit
reproduction of a painting), in which, according to Brigitte Peucker (2007, 31),
THE mESH OF HUMAN PRESENCE INTRODUCES THE hREAL\
reality with representation. Whereas the tableau vivant proper creates the illusion
of pictures coming alive, the tableau shot reframes a “slice of life” within the
aesthetic constructedness of a picture. Accordingly, both the  tableau vivant and
the tableau shot build on tensions ensuing from the duality of the illusion of the
immediate access to the real and the perceivable mediation of the “image.” The
TABLEAU AS A mEXIBLE TEMPLATE IN ILM MODULATING IN B
paradoxically reconcile immersion with abstraction, even a minimalist reduction
(and parametric variation) of formal elements with multisensory aestheticism.

JN WHAT FOLLOWS ) WILL DISCUSS THREE TYPES OF INm
on the works of Corneliu Porumboiu (a prominent representative of the so called
20MANIAN .EW 7AVE WHOSE ILMS COMBINE AUSTERE MIN
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EXPLICIT MEDIA REmMmEXIVITY 20Y INDERSSON KNOWN
grotesque, surrealist vignettes mixing elements of painting, theatre and opera),

and Joanna Hogg (experimenting with low-key realism combined with a high

degree of stylization in the image, revitalizing the role of architecture in the

intermedial texture of cinema). Although concerned with diverse topics, these

three authors are all remarkable for the way in which they excavate the affordances

of the tableau’s intermedial and performative space, relying on the combination
BETWEEN REALISM AND ARTIICIALITY AND FORGING NOT
styles based on the rigorous aesthetic of the tableau shot, but also conceptualizing

THE IGURE OF THE TABLEAU

The (Transmedial) Paradigm of the Dutch Interior

INALYSING #ARL 4HEODOR $REYER S EARLY ILMS $AVID
IMAGE AND STRUCTURAL PRINCIPLE THE TABLEAU IS IRN
we might call chamber art. Historically, the stylistic premises of this tradition
are the perspective discoveries of quattrocento panting and theatre, whereby
SPACE IS CONCEIVED AS A CUBE TO BE ILLED BY HUMAN
secularization of subject matter, in northern baroque painting, chambers housing
the Virgin or various saints were replaced by everyday interiors, the bedrooms,
parlors, and kitchens of bourgeois homes” in which we see people engaged in
everyday activities (1981, 41-42). °

JN FACT $UTCH PAINTING OF THE 'OLDEN !GE CAN BE
moulding not the tableau shot in general, which can be much more diverse as
already suggested, but one of its fundamental types, the box-like, architectural
tableau of domestic interiors. This intersection of the tableau shot with the visual
paradigm established by the Dutch masters produces a highly performative
CONIGURATION DUE TO THE FACT THAT THE $UTCH INTE
model in painting. It does not only consist in a certain geometric organization of
space, and is not only relevant from the perspective of a cultural anthropology
OF SPACE IT ALSO APPEARS AS A SOPHISTICATED REmME
WHICH DEINES ITS AESTHETICS 7ITH THEIR RECURRING
leading the viewer's gaze through a series of thresholds, and staging the scene
in depth, these paintings give prominence to architecture (featuring dwellings
and churches as their main topic), and to an architectural division of space,

9 We can compare in this respect the paintings of Antonello da Messina:  St. Jerome in his Study
(1460-1475) and those of Pieter de Hooch or Samuel van Hoogstraten in Figs. 1-4.
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AS WELL AS THE IDEA OF LIMINALITY IN AN UNPRECEDENT
WAY OF LIFE A SOCIAL AND GENDERED STRATIICATION OF
domesticity ° by giving access to the anatomy of the Dutch household with the

depiction of kitchens, pantries, living rooms, studios, these paintings introduce

a play between the foreground and the background, interior and exterior. They

stage a “plunge through,” as suggested by the literal meaning of the Dutch word,

doorsien, applied to this technique: an entrance for the eyes to a deep interior,

often with a tiny back room, or an access to a courtyard, a window to the outside,

where the scene assimilates the street and the city beyond (Hollander 2002,

5-8), and where the space of the tableau is conceived in-between enclosure and

openness, reaching beyond the demarcation of a private and public world. The

HUMAN IGURE APPEARS IN THESE PAINTYpbsesSwaveithG HT IN T
between two worlds,” like the “doorway-bound” eavesdropper that we see in the

famous series by Nicolaes Maes who is always “equally protagonist and beholder,

spectacle and spectator, both within and without the pictorial narrative” (Cole

2006, 20). Maes's Eavesdroppers thematize the latent tension between secrecy

and disclosure, between the enclosure of a private world within the cluster of

rooms and the gaze that repeatedly penetrates it through the apertures in Dutch

“chamber art.” [Figs. 7-8.] The division of the inner space also enables an intense

play upon framing and de-framing, upon the visible and the invisible, as we are

allowed to peep through doors and windows, ' yet the rooms are all fragmented,

there are inner walls between doors and windows impenetrable to the gaze, and

we also have all kinds of objects occluding the view. ** Through the opening of

doors and windows, what is outside (the “real world” beyond the canvas) becomes

an image for the inside, thus the viewer is simultaneously inside and outside the

painting (cf. Hammer-Tugendhat 2015, 292). Therefore the art historian Victor I.

Stoichita described these as “self-aware images,” explaining how, in effect, “the

view through the doorway became the metaphor of painting” (1998, 54). Dutch

10 As Charles Rice’'s book summarizes, these were notions which enhanced the popularity of
these paintings two centuries later, in the nineteenth-century, when “concepts such as privacy,
intimacy, comfort and home” became relevant in the context of the emerging importance of
bourgeois family life as the nucleus for the idea of the Dutch nation (cf. Rice 2007, 22).

11  Both Westermann (1996) and Hollander (2002) emphasize the theatricality of Dutch genre painting,
with characters also “exchanging” looks with the viewer, comparable to asides on the stage.

12 Samuel van Hoogstraten’s famous OEEPSHOW WITH 61EWS OF THE )NTEBBFIOR OF A $I
1660), exhibited in the National Gallery in London, with its actual peep-hole embodies this
structure, combining an enclosed box hiding a view that is magically opened up through the
aperture inviting the viewer’s gaze deeper and deeper inside. [Fig. 5.]

13  See more about the play upon the visible and invisible in seventeenth-century Dutch painting
in Hammer-Tugendhat (2015).
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interior painting appears in this way also as a secular investigation into the nature
of images after the age of iconoclasm, framing a fragment of “life” alongside a
subtle staging of “imageness” itself (i.e. the perception of the world as an image,
where the doors/windows to the outside are also doors to the “inside:” means for
A SELF REmEXIVE EXAMINATION OF THE ART OF PAINTINC
multiplication of inner frames, by the presence of pictures hanging on the walls).

In her seminal work on Dutch art, Svetlana Alpers emphasized that “the Dutch
present their pictures as describing the world seen rather than as imitations of
SIGNIICANT HUMAN ACTIONS v ALLEGORIES OR NARRATIV
THAT THIS METICULOUS hART OF DESCRIPTIONV REmMECT!
BY CONTEMPORARY SCIENTIIC APPROACHES LIKE OPTICS
maps, globes, and telescopes appearing in these depicted homes).

On the other hand, the tight assemblage of elements of these domestic interiors
and niche pictures have also been associated with the structure of emblems (cf.
Hollander 2002, 77-79). And just like the emblem books, these dense painterly
“descriptions,” often convey a covert moralizing intent (e.g. Hammer-Tugendhat
2015).** Last but not least, as Hollander states, “the use and reuse of particular
FORMAL CONVENTIONS REmMECTS THE FORMULAIC REPETI
which institutes the Dutch interior compositions as one of the most recognizable
“parametric scheme” in painting, easily imitated or remodelled in later art, and
(trans-medially) adopted by the tableau mode in cinema. °

4HE SPECIIC PERMUTATIONS OF THE TABLEAU THAT WE
authors selected for analysis can all be interpreted starting from the paradigm
OF .ORTHERN BAROQUE PAINTING SUMMARIZED HERE )N
tableau form is closely connected to architectural space opening up through
inner frames, with protagonists inhabiting these spaces who are portrayed in
liminal situations. But instead of any dramatic action they are all caught in
mostly static, painterly poses, with dialogues delivered in single takes as if being
on a stage. Although there is no clearly moralizing intention, the tableau form
DOES CARRY AN IMPLICIT SOCIAL PHILOSOPHICAL COMMI
ON THE SOCIAL STRATIICATION AND ISOLATION OF INDIV
life encapsulated in this visual construction. In the vignettes of Roy Andersson’s
“trilogy of human condition,”  Songs from the Second Floor (Sanger fran andra
vaningen, 2000), You, the Living (Du levande, 2007), A Pigeon Sat on a Branch

14 The moralizing purpose is sometimes accomplished through the condensed meanings of
PROVERBS REmMECTED IN THE SATIRICAL GENRE PAINTINGS

15 For an excellent analysis of the adaptation of some of these parametric elements, i.e. the use of
DOORS WINDOWS IN CINEMA IN THE ILMS OF ,UCHINO 6ISCONTI S|



"ETWEEN !IBSORPTION !BSTRACTION AND %XHIBATION )I

2EmMECTING O N (Bh¥u&EdEtNaeE gren och funderade patillvaron ,2014)

we enter a series of grotesque dollhouse structures with an unsettling merger of

the notions of public and domestic: public spaces (hospital rooms, corridors,

funeral parlours, etc.) are composed as Dutch interiors, domestic settings blend

IN WITH IMPERSONAL LOCATIONS PUBS RESTAURANTS TR
THEY WERE PEOPLE S HOMES AND HOMES APPEAR BLEAK
grotesque vision we can never be sure whether to understand this as the extension

of the “format” of domesticity in a highly atomized and compartmentalized life of

a welfare society, or as the complete erasure of it. We invariably see the life of his

characters contained within cubic spaces, with scenes composed in a complex

staging in depth ¢ (often achieved with showing the box-like space not frontally

but from an angle, see Figs. 9-12). In one particular scene of A Pigeon Sat on

A "RANCH 2EmECTING, tiei i8ex¢is d BiNi@adtist visual pun about
CONCEIVING A TABLEAU SCENE AS A BOX TO BE ILLED WIT
cubicle and people popping up in front of it to wait in another box-like space.

4HE PUN HAS ITS MATCH IN ANOTHER SCENE IN WHICH W
anachronism the eighteenth-century Swedish King Charles XIl and an army of

mounted horsemen slowly marching into a present-day bar. Realism blends in

this way with the surreal and the absurd.

JN *OANNA (OGG S ILMS PEOPLE INHABIT A SERIES OF ¥t
SPACES ILMED AS A CLUSTER OF ROOMS OPENING TOWARD!
upper-middle class heroes are on holiday in  Unrelated (2007), and in Archipelago
(2010), on the verge of important decisions concerning their lives (in each case we
see family groups who are not at home, merely occupying rooms), in  Exhibition
(2013), the married couple is just about to move on and sell their house they live
IN !'LL THREE OF *OANNA (OGG S ILMS GIVE PROMINENCE
OF HOUSES WITH DYNAMICS OF FAMILY AND SOCIAL RELAT!
spaces. [Figs. 13-20.] In Archipelago , the tiny attic room with slanted walls
assigned to the son mirrors his subdued position in the family and is in grotesque
contrast with his tall stature. (Meanwhile the assertive sister takes possession
OF THE LARGEST ROOM WITH A KING SIZE BED 3EE &IGS
young woman hired to cook for the family is shown in conversation with the
hunter who brings the game to the house [Fig. 20] in a composition that is familiar
from the courtyard scenes in Peter de Hooch'’s canvases [e.g. Fig. 6], or the liminal
situations of Dutch paintings displaying trades with travelling salesmen coming

16 See a detailed examination of Andersson’s parametric technique of staging in depth in Hanich
(2014).
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to the kitchen doors. The tableau form contributes to a revision of the aesthetic
OF REALISM IN (OGG S ILMS IN WHICH THE TRADITIONAL
ISSUES THAT DEINED EARLIER TRENDS OF REALISM IN
capturing everyday moments of private lives and a feeling of bourgeois ennui. %7

JN OORUMBOIU S ILMS AGAIN THE DEMARCATION BET\
is continually blurred. In 12.08. East of Bucharest (A fost sau n-a fost, 2006)
and in Police, Adjective (OOLIHIST ,ARDODEBEThekeshift TV studio, the
police station and the apartments where the protagonists live look not only
similar, they are in fact the same specimens of rooms in typical East European
BLOCKS OF mATS BUILT DURING THE HEMWE%YE NCIQ G MSUANLILS
Bucharest, or Metabolism (#END SE LASL SEARA PESTE THNEURMJT
DIRECTOR PROTAGONIST DISCUSSES HIS ILM PROJECT Il
in the same way as Dutch interiors. He also makes love to the leading actress
HERE BUT THE EMPTY WALLS AND BASIC FURNITURE MAK
waiting to be properly furnished, than a home. Equipped with a brand new Apple
computer the apartment speaks of a new way of life mimicking Western models,
and appears as a clinical and impersonal “any space whatever” in the middle
OF THE NATION S CAPITAL )N THIS WAY THE TABLEAU
a vehicle for an ironic depiction of the post-socialist spaces of life, where the
miserable uniformity of communist architecture slowly gives way to the chaotic
ENTANGLEMENTS OF OFICES AND HOMES BROUGHT ABOUT
who set up their businesses in the old housing projects by repurposing private
apartments, or to the dull emptiness of new domiciles, symptomatic of a desperate
EFFORT TO SEVER ALL PALPABLE TIES TO A SPECIIC CUL"

From “Chamber Art” to Diorama, and the “Sadistic
Irony” of De-Framing

Porumboiu’'s 12.08. East of Bucharest, a deadpan satire of post-communist
20MANIA IS A ILM THAT IS BddldmingEaNd d&feamihg Q Moth

visually and conceptually, this traditional tableau construction originating in the

$UTCH INTERIOR 4HE STORY OF THE ILM IS SIMPLE SIXT
IN A SMALL TOWN %AST OF "UCHAREST ON THE ANNIVEF
last speech just before he was ousted, the owner and talk show host of a shabby

local TV studio, for lack of better eye witnesses, invites a cranky old pensioner

17 $AVID &0ORREST DESCRIBES THIS TYPE OF REALISM IN (OGG S ILMS
PERSONALYV BUT DOES NOT MENTION THE AESTHETIC OF THI
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and an alcoholic schoolteacher to discuss whether there was a revolution in the
town or not. The crucial questions to be answered are the following: did people
COME OUT TO PROTEST AGAINST #EAUJESCU S REGIME BE
helicopter at exactly 12.08 on 22 December 1989, or did they react only to the
news of the events in the capital city? So was there or wasn't there a revolution
on a local scale in this provincial town?
4HE ILM BEGINS WITH THE INTRODUCTION OF THE MAIN C
CLIMAX WITH THE TALK SHOW ITSELF WITH A LAST SCENE
part we see a series of tableaux depicting domestic interiors presenting each
of the talk show participants in their natural “habitat” in the manner close to
what Bordwell described as “chamber art.” As we pass from one drab interior to
another, the poorly lit spaces stuffed with heavy furniture are further narrowed
down by massive doorways acting as interior frames, which, in contrast to Dutch
paintings, do not appear as means to extend the space, but to partially block our
IELD OF VISION )N SUCH SHOTS AS THE CAMERA DOES NC
IGURES OR FOLLOW THEM AROUND PEOPLE BECOME JUST
ILLING UP THE SPACE "ORDWELL S REMARKS ON $REYER S
CASE AS WELL hOUR ATTENTION SWERVES TO OBJECTS AI
CHAMBERS BECOME AS CLEARLY ARTICULATED AS IGURESES
such compositions constructed around the characters thus manage to de-centre
their subjects even though they are physically placed in the centre by pushing
them into the background, and by diverting our attention towards other items in
the rooms, pictures on the wall or TV sets turned on. [Figs. 21-24.] Porumboiu
generates in this way not only a low-key cinematic parody of the tableau mode
originating in genre painting but also an implicit ironic social commentary.
JN 20Y INDERSSON S ILMS THERE ARE ALSO SEVERAL SCEN
of the “chamber art” structure for explicit satirical purposes, to emphasize the
absurdities of domestic alienation (e.g.in ! OIGEON 3AT ON A "RANCH 2En
on Existence, the housewife preparing dinner in the kitchen and not noticing the
death throes of her husband, who is having a heart attack in the other room, Figs.
25-26), or to create twisted visions of domestic bliss (in ~ You, the Living , there is
a young girl fantasizing about being the bride of a rock star, and we see people
staring at them through the windows of a house departing with the newlyweds
like a train with the crowd standing on the platform). [Figs. 27-28.]
Due to the frontality of the shots, the tableau offers a vantage point from where
the spectator's gaze may behold the image as a container, and from where on-
screen space becomes not merely staged in a theatrical mise-en-scéne, but can be
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conceived as a display, an “exhibited” space. In some of Joanna Hogg’s shots, the
low camera angle also contributes to the feeling of seeing characters as if moving
on a stage even when they are outdoors [Figs. 29-30]. 8 Moreover, characters in
THESE ILMS OFTEN APPEAR TO BE BOXED IN A GLASS C
WATCHING AN ARRANGEMENT IN A SHOP WINDOW MAKING
“domestic chamber” to a kind of public diorama [Figs. 31-32] .** Porumboiu’s

%AST OF "UnakétReEobt of this with a simple technique in its
long scene transporting the talk show participants from their home to the venue
of the TV broadcast in which the two men are shown through the windshield,
AND WITH THE SMALL 46 STUDIO ILMED LIKE AN AQUARII
disembodied voices of the people who phone in during the live broadcast even
indicate the external vantage point of the spectators’ gaze. Glass boxes (large
windows, glass storefronts) framing the characters are perhaps most frequently
used by Andersson in scenes ranging from comical to the morbid [Figs. 35-38]
culminating in the absurd conceptualization of the outside perspective of the
viewer in his Pigeon. Inspired by Pieter Bruegel the Elder’'s painting ( Hunters
in the Snow, 1565) where birds look down on humans, Andersson shows a
taxidermied pigeon in a museum both as observer and observed, suggesting
a reversibility of roles (within this doubly folded diorama), with the humans
LINGERING IN THE EXHIBITION SPACE PALE AS WAXWORK
the stuffed animals in the glass cases [Figs. 39—40].

JN THE END OF OORUMBOIU S ILM WHEN THE PANELLIST
THE CAMERA A YOUNG CAMERAMAN BEGINS TO ILM THE!
STYLE 4HE SCENE CAN BE INTERPRETED ALSO AS AN IR
this being the new, fashionable way to do video recordings, and, as such, being
in contrast with the “old,” static cinematography made with cameras on tripods,
IMPLICITLY WITH THE TABLEAU AESTHETIC EMPLOYED THF
this clumsy camera work we witness a hilarious disintegration of the tableau

AND OF THE NEAT ARRANGEMENT OF THE THREE IGURE
and the morose, alcoholic teacher sitting on each side of the pompous talk show
host, as an ironic holy trinity). [Figs. 41-44.] The images become de-framed and
ASKEW THE PANELLISTS MOVE AROUND AND IDGET UNCO
interventions of the viewers make the scene more and more cringe-worthy. In

18 The same sensation of exhibitedness is achieved in both Unrelated and Archipelago, for
example, through presenting the characters seated in closed group compositions outdoors,
surrounded by the picturesque landscape, as if they were posing for a painting.

19 Similarly, in Hogg's Exhibition we are even allowed to watch people in a scene from above
through a glass window, as if looking down at an exhibition case [Fig. 32].
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his seminal article on “décadrage,” Bonitzer speaks about “the sadistic irony of

off-centre framing” (2000, 201), and Porumboiu uses the visual gag of characters

trying to stay in the frame or being pushed out of frame in a sophisticated interplay

between framing and de-framing, between the still photograph of the town hall

in the background and the chaotic movement in front of it, which ultimately

calls attention to the principle of decentredness, of being off-centre , out-of-frame

AS THE MAIN METAPHOR FOR THE WHOLE ILM WHICH PRE!
re-frame “the everyday” in a provincial town, far from the centre of action in

Bucharest, as “revolution.”

I SIMILAR DIRECTION OF INMECTING THE TABLEAU TOWA
FRAGMENTATION IS PERCEIVABLE IN (OGG S ILMS WHER
CONCEPTUALIZATION OF THE CHARACTERS DECENTREDNES
of inventive de-framings ranging from melancholy, isolation, insensitivity to pure
visual abstraction [Figs. 45-48]. We observe, for example, Anna, the heroine of
Unrelated (played by Kathryn Worth) in a series of anxious attempts both literally
and symbolically to stay “in the frame,” to maintain her social and emotional
relations (to her partner, who did not join her on this holiday, to her friends, who
MOST LIKELY INVITED HER OUT OF PITY AND CONSIDER HE
pathetic in her efforts to be both part of the “olds” (as the teenagers call their
parents), and join the group of youngsters. We see the mother in  Archipelago
talking on the phone in classic niche painting compositions as she repeatedly
struggles to bring the absent father “into the picture.” [Figs. 49-50.]

In and out of the Box: the Theatricalization of the
Tableau and Joanna Hogg'’s “Liquid Intelligence”

As we can see, the tableau shot is usually remarkable not only for what it boxes

in but also for what it boxes out. As opposed to the notion of “off-screen,” which

DENOTES ACCORDING TO OASCAL "ONITZER AN IMAGI
“off-frame” can be conceived as an actual, material space, outside the cutting

edge of the frame encompassing both the extension of the diegetic world and the

space of the spectator facing the screen. Bonitzer also remarks that the “out-of-

FRAME MULTIPLIES THE POWER OF THE REPRESENTATION
corroborate this assertion by enhancing the play between what is in and out of

the frame, between what we see and what we hear. Beside the allusion of the

doorways, the duality of off-screen and off-frame is also continually present in

THESE ILMS THROUGH THE REPEATED ACTION OF CHARAC
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or communicating with someone beyond the visible space, but stuck in the
CINEMATIC FRAME 4HE IRST HALF A0 RBMBEINBREST
the protagonists in domestic tableau scenes while all of them have lengthy
conversations on the phone, thus opening up each scene and interconnecting the
separate “boxes” they appear in.
A recurrent motif for Joanna Hogg is to set up scenes in which emotionally
charged dialogues are placed beyond our vision while other characters can
unwillingly overhear them, or are actively eavesdropping. During the vacation in
Italy in Unrelated there is a terrible row between father and son that we cannot
see, only hear, as they are inside the house, while the camera remains with the
rest of the family and friends, who are lounging outside by the pool and listening
to the quarrel in a long, awkward scene. In  Archipelago , Hogg seems to adapt
the situation of Nicolaes Maes's Eavesdropper series,?® with the open doorway,
THE EMPTY HALLWAY THE IGURE OF THE LISTENER STA
this time without the joviality of the scene and without the scenario involving
sexual indiscretion. The “mediumship of the listener,” as the title of David Toop’s
book (2010) suggests, involves here a “sinister resonance” indeed. The picture
IS DARK GREY AS IF ILTERED THROUGH MURKY WATER
not only by the words he is not supposed to hear, but also by what remains out
of sight (as Toop explains “the eavesdropper cannot see, only look out into the
unknown future,” 2010, 77). It is Edward, the irresolute young man (played by
Tom Hiddleston), who does not really know what to do in life, and is spending a
holiday with his mother and sister before leaving for a volunteer job in Africa. He
is overhearing the sobbing and shouting, self-humiliating mother talking with her
husband on the phone: a sight that he is surely not eager to behold . Although we
can observe him in the middle of a complex theatrical staging, the eavesdropper’s
position is that of a self-erasing liminality: not only does he not see, he also draws
back so as not to be seen. What used to be a depiction of the life of servants or
inquisitive housewives in Dutch painting (and is actually paraphrased in some of
Hogg’s scenes involving the cook), becomes here a powerful portrayal of Edward’s
invisibility in the family. Despite being seemingly in the centre of the whole
situation (it is because of him that they are supposedly there), he has very little
say in matters regarding the family, even his repeated attempts to communicate
with the cook remain too feeble to amount to a proper relationship. He remains a
LINGERING LIMINAL IGURE IN THE SHADOW OF AN OPEN I

20 The theme was so popular at the time that Maes himself painted six versions between 1655 and
1657 [e.g. Figs. 5-6].
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Such scenes of eavesdropping make us aware of the way these spaces fold into
interconnected boxes that can both reveal and conceal, draw us in as complicit
witnesses and shut us out, with characters acting at the same time as go-betweens
and caught in the vertigo of frames, emphasized through the recurring in-depth
COMPOSITIONS OF HALLWAYS )N (OGG SUm&died labéady ILM AS
suggests, Anna’s position within the group is not only an outsider, and she is not
only single (and becoming painfully aware of being unmarried and childless), but
SHE IS TRAPPED IN HER ROLE CONCEIVED AS AN EXTENSIO
eavesdropper, listening in at conversations most of the time, and observing how
other people live their lives.
Porumboiu’s Police, Adjective adopts a similar mechanism of looking and
listening in at a scene (staged as a compartment of the tableau) within the
FRAMEWORK OF A NARRATIVE DERIVED FROM DETECTIVE Il
policeman who is surveilling three high-school students suspected of using drugs,
we don't just observe the characters from a distance, but observe a character who
is himself observing other characters from a distance and moving continuously
on a meandering trajectory around the same typically miserable post-communist
BLOCKS OF mATS GARAGES AND SPORTS GROUNDS IN Al
boxes, again in a string of tableaux. [Figs. 55-58.]
JN -ICHAEL &RIED S VIEW THE REALIST TRADITION IN PAIN
absorbed in their daily activities and are totally “oblivious” of the viewer (resulting
in a tableau that is “hermetically” sealed off from the world surrounding it).
-ODERN ART HOWEVER RELIES ON THE PRESENCE OF THE V
constructedness is obvious and the awareness of the spectator’s gaze (the quality he
names, “theatricality,” “to be seen-ness”) is encoded within the picture. On the one
hand, the alternation of the “hermetically sealed,” realistic scene with its opening up
through diegetic off-screen and off-frame spaces, and the introduction of characters
as observers or eavesdroppers already introduces a kind of stage theatricality into
THESE ILMS SIMILARLY TO THE SEMANTICS OF $UTCH INTE
HAND THE ILMS ALSO SEEM TO EXPOSE THE CLASH BETWE
THE SCENE AND THE AWARENESS OF THE IMAGE AS ARTIIC
REmMEXIVE DOUBLE FRAMINGS AND BY WAY OF OVERWRITINC
moving image with perceivable forms of mediation, so that many scenes display the
quality of imageness, a theatricality of representation as the most striking quality.
Andersson’s one-shot sequences convert everyday situations into highly stylized
IMAGES UNDER THE INMUENCE OF THE PAINTERS LIKE (IERO
or Otto Dicks. The tableau intended as a cinematic paraphrase of Jean-Francois
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Millet's Noonday Rest (1866) is a beautiful example of this. [Figs. 59-60.] Keeping
just a few gestural and chromatic elements to remind us of Millet's composition, but
creating an image which is at the same time remarkable in its serenity (the intimacy
of the couple, the faithful family dog, the peacefulness of the scene) and in its
bleakness (with the isolation of the couple, the stretch of dusty earth at the dreary
periphery of the urban landscape), the tableau is subordinated to no narrative,
merely “exhibited” in a long take for us to see and contemplate as a single picture.
The interiors of Joanna Hogg's Archipelago appear in an almost monochromatic
palette, recalling the pale, melancholic interiors in the paintings of Vilhelm
Hammershgi, while some of the frames of Exhibition look like the paintings of
David Hockney. Moreover, in  Archipelago the characters themselves view the
world in terms of painting as they pass the time by learning to paint and have
long conversations about it with a painter, Christopher, who acts both as a friend
and a tutor, maybe even standing in for the absent father (played by the real life
landscape painter, Christopher W. Baker). [Figs. 61-62.] In  Exhibition we have a
couple of artists living in a very artistic house 2 hALL VERTICALS REMmMECTI
and sliding partitions,” 22 Figs. 63—66) and where the female protagonist is busy
transforming her own body into art: she is preoccupied with exhibiting herself
as a kind of re-embodiment of Gian Lorenzo Bernini's  Ecstasy of Saint Teresa
(1647-1652), studying the picture on her computer and in books, trying out poses,
costumes and props, putting on a private “performance” (most likely as a rehearsal
of an art project to be presented later in a gallery). This, however, does not seem like
SOME KIND OF IDENTIICATION WITH THE SAINT MORE LIKE
EXPRESSED BY "ERNINI'S FAMOUS SCULPTURE AS SHE |
body and sexual desires. [Figs. 67—70.] Still her self-exhibitions seem to be more
abstract and restrained, something that is more in line with the stark modernism
of the architecture of the house and less in tune with her much more ardent sexual
FANTASIES THAT WE LEARN OF IN OTHER SCENES ,IKE
interior paintings, who are always in close relationship with the architectural
space, Joanna Hogg's characters have been devised to “appear as if they might
ALMOST BE IGURES IN A PAINTING PLACED WITHIN*THE FF

21 Andersson speaks about this in the commentary available on the DVD edition of the movie.

22 Designed by James Melvin in 1969 and redesigned by Sauerbruch Hutton Architects sometime
after the 1990s.

23 Exhibition , press book: HTTP WWW KINOLORBER COM DATA PRESSKIT %8()"
Last accessed 25. 08. 2015.

24 3EE THE ILM S PREBBPBOMWMW KINOLORBER COM DATA PRESSKIT %8
pdf. Last accessed 25. 08. 2015.
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JF WE DISSECT THIS MODULATION OF THE TABLEAU SPACE
IN FACT OORUMBOIU AND (OGG DEINE TWO CHARACTERISTI
a duality of absorption and theatricality can be polarized within the cinematic
tableau, as the following brief subchapters will present.

A 2EALISM VS IBSTRACTIICATION

In Porumboiu’s Police, Adjective we see the young policeman, Cristi completely

absorbed in his daily activities, in a naturalistic environment, deeply embedded

in his world (as the series of inner frames suggest), and there is no scene in

THE ILM WHICH WOULD SHOW US HIS SUBJECTIVE VIEWP
everything from the “outside,” watching it all perceptibly from somewhere off-

frame.? [Fig. 71.] The tableau shot appears here not as a vehicle for satire, but

as a minimalistic container for reality presented as a fragment torn from a larger

WHOLE A hFOUND OBJECT v FRAMED BY THE VIEWINDER C
SELF CONSCIOUSNESS ABOUT LANGUAGE RUNS AS A LEITM
ILM DON T JUST ENGAGE IN CONVERSATIONS THEY PEDANT
WORDS THE RELATIONSHIP BETWEEN SIGNIIER AND SIGNI!
Cristi and his wife, arguing about the lyrics of a pop song). In addition to this, we

SEE AN INCREASED EMPHASIS ON DIFFERENT FORMS OF WR
in the street to the handwritten police report and to the printed page brought into

CLOSE UP 4HE INAL FACE OFF ABOUT SEMANTICS BRINGS
and appears as a cynical literalization driving to the extreme the mechanisms

of distanciation, abstraction (or theatricalization) already manifest in the visual
CONSTRUCTION OF THE ILM (ERE THE POLICEMAN WHO H
a teenager for smoking a few hash cigarettes, is ordered by his commander to

look up the meaning of the words “conscience,” “moral,” “law,” and “police” in

A DICTIONARY AND IN THE END WE SEE HOW DETAILED IEI
kid are chalked up on a blackboard. Thus, the letter of the law imposed with the

authority of the police prevails over the qualms tormenting the young detective.

Instead of the act of “de-framing” that emerged as the ultimate metaphorin ~ 12.08.

East of Bucharest HERE WE HAVE A ILM WHICH IS BUILT ON THE |
OF hEN FRAMING v CONTAINMENT ENTRAPMENT THE DEIN
putting things into a box, underscored by the image of the grid, of various

inner frames), and reveals a process of brutally overwriting presentation with

25 4HUS OUR PRESENCE AS SPECTATORS IS INSCRIBED IN THE ILM S TEC
to be seen, to be comprehended at one glace as a tableau.
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representation. [Figs. 73—76.] The scene happens to be also the most rigid and
meticulously composed visual tableau, featuring once again an improvised panel

of three people arranged symmetrically in a room. The decorative bowl of fruit

brought in and placed in the middle of the table even brings back a touch of the

deadpan humour based on incongruities that dominated Porumboiu’s previous

ILM NOT ONLY BECAUSE IT IS OUT OF PLACE IN A POLIC
reminds us of the conventional symbolism of the holy trinity in Orthodox icons

(as we see it, for example, in Andrei Rublev’s Troitsa from 1425-1427 2°). [Figs.

77-78.] This last scene stages a kind of “theatre of the absurd” conceived as a
hTHEATRE OF THE ABSTRACTvV BY PLAYING OFF THE OB.
against the “absorptive” realism of the images. Police becomes thus the attribute

OF THE PROCEDURE IN WHICH SUBJECTIVE CONSCIENCE
the complexity of reality is traded in for entries in a dictionary.

b) Liquidity vs. Dry Structure

4HERE IS A WONDERFUL SHORT ESSAY WRITTEN BY *EFF
as the co-presence of “the ‘liquid intelligence’ of nature with the glassed-in and

relatively ‘dry’ character of the institution of photography” (Wall 2007, 109).

$EINING THIS hLIQUIDITYv AS THE hNATURAL FORM WITH |
EXPRESSION OF ININITESIMAL METAMORPHOSES OF QUALI
Solaris (1972) in which scientists study an intelligent ocean that is studying

them in turn, and concludes with the sentence “in photography, the liquids

study us, even from a great distance” (2007, 110). If we consider everything that

is optical, geometrical, technical, architectural in the way the cinematic tableau

IS ASSEMBLED AS A MEANS FOR EACH FRAME BEING hG|
THAT (OGG S ILMS INmMECT THE DICHOTOMY OF IMMERSIV
tableau into a similar opposition between “dry” structure and sensual “liquidity.”

4HIS IS ACHIEVED IN THE IRST PLACE BY ALTERNATING C
CuUBIC ROOMS WITH PICTURESQUE AND SENSUOUS OUTL
images of Archipelago shows Edward, who has just landed on the small island

of Tresco, perched inside a small van with its back open, being transported to

their holiday villa, smiling at his sister and mother who follow on a bicycle. As

we see him boxed in, the rectangular form of the van contrasts with the branches

AND LEAVES mYING AROUND WITH SMUDGED CONTOURS O
to its destination [Fig. 79]. This juxtaposition of the “liquidity” of nature and of

26 The correspondence was suggested by Pop (2014, 145).
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the rigid, mechanical frame around the character condenses like an emblem the
ANTITHESIS MANIFEST IN EACH OF (OGG S ILMS )NTERIOF
with the paradigm established by Dutch paintings are counterpointed with long
sequences in which the theatrical or architectural gives way to the pictorial (that
#HRISTOPHER THE P AANAiERg®D Bd tEASS,T Bbmething “not solid
or anchored”). We have airy shots featuring all the elements of nature (earth, water,
vegetation in exotic shapes, rocks, sand, wind, etc., see Figs. 79-82) to convey a
sensuous context for the modest ambitions of hedonism of these characters, who
take walks, immerse themselves into pools of mud, eat exquisite food prepared
for them by a private cook, or make art. In these shots the cinematic tableau taps
INTO THE IMPLICIT SENSUALITY OF THE SCENES IN GENRE P
celebrate in their own, understated way the full sensorium. 7

Liquidity, on the other hand, is also achieved by building a whole “aural
landscape,” 2 arich universe of sounds. ® (OGG USES NO MUSICAL SCORE I
JUST THE SUBTLY AMPLIIED SOUNDS OF THE ENVIRONMEN"
leaves, the wind in the trees, the clinking of the spoons in the teacups, the song
of birds, or the hammering noises of the construction workers on the other side
of the street. This ambience of sounds does not only announce the presence of
A WORLD OUTSIDE THE FRAME AND UNDERSCORE THE SEN!:
the tableau, it also reminds the viewer of the fault line between the discursive
and the non-discursive, perceptual elements of the cinematic image. In the
meanwhile, the protagonists appear in abeyance, being deprived of a classical
dramatic structure, they remain stuck in the rigidity of the tableau. Moreover,
(OGG S hGLASSED INv IGURES ARE NOT ONLY REPEATEDL®
frame, scrutinizing the unknown, caught in poses reminiscent of paintings,
but as the large windows in Exhibition fold the outside world onto the inside
THROUGH THE MULTIPLE OVERLAPPING REMECTIONS AND T
city penetrating the walls, a unique reciprocity emerges, the “liquid intelligence”

27 Dutch paintings also manifest a visible ambition to portray the totality of the senses, together
with a similar opposition between the order and control of geometric shapes and the randomness
or the chaos of sheer sensuality that can disrupt the tranquility of the scene (achieved, for
example, through the presence of vegetation exposed to the elements, children that can prove
uncontrollable in any moment, cats and dogs walking into the frame, birds just about to burst
into song).
28 Joanna Hogg speaks about this in an interview, declaring: “for me the aural landscape of the
ILM IS AS IMPORTANT IF NOT MORE IMPORTANT THANPTHBWWWUAL
littlewhitelies.co.uk/features/articles/joanna-hogg-2-26487  .)
29 Toop has demonstrated that Dutch paintings are also remarkable for evoking a variety of sounds:
hTHE MATERIALITY OF SOUND ALSO mOWS THROUGH THESE SUPPOSEL
(2010, 105).
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of photography also pours over, and (to paraphrase Wall) seems to “study” these
people from a not too great distance. [Figs. 83—85.]

From “Black Box” to “White Cube,” and Vice Versa:
the Metabolism of Contemporary Slow Cinema?

In certain respects, Corneliu Porumboiu's 7HEN %VENING &ALLS ON "L
or Metabolism (2013), Joanna Hogg'’s Exhibition and Roy Andersson’s trilogy

ALL SEEM TO EMPLOY THE TABLEAU AS A mEXIBLE MEA
towards the format of expanded cinema within cinema.  The relative autonomy

of the carefully elaborated tableaux, the repetition and permutation of a few

basic visual components, the lack of classical narration are all elements which
CONNECT THEM WITH LARGE SCREEN GALLERY ILMS OEC
into rooms, they walk into “spatial arrangements,” or enter visual environments

resembling paintings, so much so that these images and spaces become main
protagonists in themselves.

Porumboius 7THEN %VENING &ALLS QDY CHNAEKPTICIT REN
to this particular expansion of the tableau form towards long take sequences
CHARACTERISTIC OF INSTALLATION ART )N THE VERY IR
AND A WOMAN A ILM DIRECTOR AND HIS ACTRESS FRON
car, as if sitting in front of a movie screen. The dialogue is about the difference
BETWEEN ANALOGUE AND DIGITAL ILM HOW ONE CANNOT
USING TRADITIONAL ILM STOCK AND HOW DIGITAL TECHN
THE SHOT ALMOST INDEINITELY !CCORDINGLY THE ILM I’
of long takes of the two protagonists (and occasionally a third person) sitting and
talking. The effect is paradoxical, while it makes visible the structural limitations
of its own analogue medium, * it actually seems to demonstrate the real time
EFFECT ENABLED BY DIGITAL TECHNOLOGY AS WE WATC
THAN WE ARE USED TO IN A CONVENTIONAL ICTION ILM !
autonomous one take sequences, we have an even more pronounced emphasis on
the inherent qualities of the tableau shot as each element of composition becomes
MAGNIIED 7E SEE A SPACE mUCTUATING BETWEEN HAPTI
an actual room allowing the protagonists to move around, and a mere frame with
THE IGURES APPEARING AS IN A STRETCH OF A FRIEZE
[Figs. 85—-88.] We can savour each of the audiovisual ingredients and experience
itin “a slow mode,” just as we would do in a video installation that runs in a loop

30 4HE ILM WAS SHOT USING TRADITIONAL ILM STOCK
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(and does not have the necessity to include elements of theatrical drama). What
we see are a series of permutations: the shot in the car is repeated twice (once at
NIGHT ONCE DURING DAYTIME THERE ARE TWO SCENES |
by three scenes at the restaurant and the bar, concluding with two scenes in the
TRAILER USED FOR THE PURPOSES OF THE ILM SHOOT 30
ILM BEING FRAMED BY A DIGITAL MEDIUM IN THESE PROLOI
VERSA )S THE NOSTALGIA FOR THE LIMITATIONS OF ANAL
TAILORED BY DIGITAL CINEMA &URTHERMORE DOES THE |
passage of moving images from the traditional “black box” of the movie theatre
to the “white cube” of the modern art gallery, 3 OR THEIR hREmUXv THE CC
A GALLERY MOVIE POURED INTO A ICTION ILM AS THE hME
JN THIS INMECTION OF THE CINEMATIC TABLEAU SPACE
not lived in but consumed, discarded, rotated within the string of autonomous
sequences. Roy Andersson, in particular, is famous for his elaborate way of
conceiving and constructing each scene as an individual installation piece,
INVOLVING ARTIICIALLY BUILT SETS IN A STUDIO 4HE SC
dioramas, or compartments of a revolving stage, where certain settings return, but
the emphasis is on fragmentation and on the episodes that could also be watched
as independent shorts. 32
7E ALSO SEE THIS IN THE WAY IN WHICH THE PROTAGONIS
up their spaces and then leave. Both Unrelated and Archipelago are bookended
by the arrival of the protagonists at a house where they spend a few days, and
their departure at the end of their vacation. “Bye, house” is the last line spoken
in Archipelago as the cleaners arrive, and the family vacates the rooms. In
Exhibition there is no reason why the couple want to sell their home and move
ON BUT WE INALLY UNDERSTAND THAT n DESPITE A SHOR
couple as newlyweds running up the stairs — there is no substantial personal
HISTORY SEEPED INTO THE WALLS OF THE HOUSE JUST AF
of interactive installation shaped by the people who live there and, in turn,
shaping the lives of its occupants, embodying and housing desires and anxieties
to make art and to “live” the art. The paraphrases of The Ecstasy of Saint Teresa
in form of tableaux vivants that the woman protagonist repeatedly performs are
as much about self-expression through her bond with Bernini’s sculpture as
about the expression of the symbiosis between her body, her artistic persona, and

31 Following their introduction by O’Doherty (1976) these notions have been widely theorized in
art history, see for example, Uroskie (2014).

32 This aesthetics of fragmentation is probably related to Andersson’s longstanding work as a
PROLIIC DIRECTOR OF ADVERTISEMENTS AND SHORT ILMS
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the house. Bernini's Saint Teresa, displayed in an aedicule of the church Santa
Maria della Vittoria in Rome [Fig. 67], designed as a small theatre, may perhaps
be seen not only as an image blending bodily and spiritual joy in the moment of
transverberation, but as a prototype for a sculpture conceived as a performance
and as the portrayal of a woman passionately blending in with architecture. 3 1In
the same vein, Hogg's heroine repeatedly folds her body around the corners of
the rooms, hugging parts of the house in quiet moments of solitude [Figs. 89-90],
while the house itself seems to fold over her body, as the pattern of the Venetian
blinds on the windows and the straight lines of the house are echoed in the
VARIOUS STRIPED OUTITS THAT SHE WEARS

Thus, the house both encloses around her while she is immersed in her
private, interactive “performance,” and opens up as a theatrical space, a
hWHITE CUBEvV INSIDE THE ILM THAT WE MAY OBSERVE
[Figs. 91-92].%* & ROM THE OUTSIDE IT DISPLAYS THE REmMECT
leaves projected onto the large window pane exhibited as an abstract image
facing the viewer, and it reveals the woman'’s private performance as a partially
veiled peep-show through the striped openings of the blinds. In several scenes
VIEWED BOTH FROM THE INSIDE AND OUTSIDE IT APPEA
above the street, enframing and deframing a fragment of the visible world. As
a cubic container, the house sometimes appears not only as an elegant piece of
modernist architecture, but as a disconcerting maze consuming the nerves of
the heroine with its strange noises, multiple compartments and moveable walls.
It emerges even like a futuristic greenhouse of human habitation nesting an
amazing collection of plants together with rocks, artefacts and pieces of modern
technology. The staircase that looks like a metallic DNA spiral epitomizes the
CONNECTION BETWEEN THE NATURAL AND THE ARTIICIA
the construction into a kind of modern day Leviathan that has engulfed its

33 *OANNA (OGG ALSO MENTIONS THE INmU B¥&its @ BpadeSnTtiMkingACHEL AT
about the house as a living organism, a vessel of memory and feeling, and the inspiration drawn
from Louise Bourgeois’s series called Femme Maison hABOUT WOMAN AND BUILDING |
woman as house.” See the online interview in CineVue: HTTP WWW CINE VUE COM
interview-joanna-hogg-unravels.html . Last accessed 25. 08. 2015.

34 4HE EMPTY ROOM ALREADY DEVOID OF FURNITURE SHOWN IN THE |
actual exhibition space [Fig. 92] reminding us at the same time how a “white cube” is never a
neutral container but a modern architectural space which is often exploited for its interaction
with the art hosted within its walls. “The walls assimilate, the art discharges,” writes O’'Doherty
(1986, 79). Moreover, in certain cases the exhibition hall itself becomes the exhibition, context
BECOMES CONTENT SEE $OHERTY n (OGG S ILM SPOTLIGH
house exhibits its content (the life of the married couple, their dreams and their actions), and is
exhibited for us to see as an active protagonist alongside the characters inhabiting it.
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INHABITANTS AND OFFERS THEM A COCOON LIKE SPACE DE
ARTISTIC CREATION RESONATING WITH THEIR EMOTIONS r
creative work, but also apparently having a life of its own.
IS A INAL ACT OF PERFORMANCE AT THE FAREWELL PART
only with their initials D. and H., * reverse this relationship by marking their
separation from the house in a symbolic act of dismembering and eating the
building in the form of a cake replica that they serve to their guests. Joanna Hogg'’s
house can be seen in this way as the quintessential model for the “architecture”
of the post-cinematic tableau, as the perfect vision of the white cube of modern
art space being symbolically incorporated, metabolised by contemporary cinema.
This also shows how cinema can feed on architecture, sculpture, painting, and
performance while slowly moving in the direction of gallery art.
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Abstract. In the last decades, moving images have become a common feature
not only in art museums, but also in a wide range of institutions devoted to
the conservation and transmission of memory. This paper focuses on the role
of audio-visuals in the exhibition design of history and memory museums,
arguing that they are privileged means to achieve the spectacular effects and
the visitors’ emotional and “experiential” engagement that constitute the
main objective of contemporary museums. | will discuss this topic through
THE CONCEPT OF hCINEMATIC ATTRACTION v CLAIMING THAT
often produce spectacular mises en scéne with immersive effects, creating
wonder and astonishment, and involving visitors on an emotional, visceral
and physical level. Moreover, | will consider Phantasmagoria-like displays
that simulate ghostly and uncanny apparitions, creating an ambiguous
and often problematic coexistence of truth and illusion, subjectivity and
objectivity, facts and imagination.

Keywords : exhibition, history museum, memory, audio-visual display,
attraction/narration, Phantasmagoria.

Museums, Audio-Visuals, and the Experience of
Memory

In the last decades, moving images have become a common feature in exhibition

SPACES AND A WIDE VARIETY OF MUSEUMS TODAY ARE IL
LOOPS AND ILM INSTALLATIONS )N CINEMA MUSEUMS E
COSTUMES OR ILM CLIPS ARE DISPLAYED IN EXHIBITIONS /
ART AND CINEMA OR ON THE WORK OF SPECIIfiabDdRECTOR
Cogeval 2000). In art museums, contemporary art installations involve more

AND MORE FREQUENTLY THE USE OF 1lnNSensd\ DatWeD VING |V

1 Consider for example the work of Chantal Akerman, Tacita Dean, Stan Douglas and Douglas
Gordon, to mention only a few.
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history or ethnographic museums, as well as in history museums, projections
and screens are used as museological tools, and occupy the space traditionally
inhabited by artifacts and artworks. Albeit an impressive amount of scholarly
attention has been devoted to the investigation of the penetration of cinema in
museums, the role of moving images in museology and exhibition design still
remains neglected in academic research. In the following paragraphs, we will
focus on this last aspect of the dissemination of moving images in exhibitions,
ANALYSING MUSEUMS IN WHICH ILMS AND AUDIO VISUALS
of art, but rather function as means of contextualization, explanation or visitor
engagement. In these contexts, however, the role of moving images is far from
being merely instrumental, and they deeply affect the strategies of museum
exhibitions and the meanings they convey.
In this paper, | will concentrate particularly on museums devoted to history and
memory, 2which have known, over the last thirty years, a considerable proliferation
(see Williams 2007) in conjunction with the emergence of memory as a dominant
issue in Western societies (see Huyssen 2003). Their concern in the conservation
and transmission of memory establishes a link with the similar role played by
ILMS IN THE DOCUMENTATION OF HISTORICAL EVENTS Bl
cinema “as a powerful mnemonic machine, with its capacity to discipline, to
enhance, to supplement, or to substitute for memory” (Demaria 2014, 109).

The Museum as “Experience”

Before investigating the use of audio-visual media in museum exhibitions, we
SHOULD BRIEmY TAKE INTO ACCOUNT SOME MAJOR TREN
that deeply affect memory museums. As noted by many scholars, one of the main

AIMS OF CONTEMPORARY MUSEUMS IS THE hDELIVERING
Landsberg 2004). As Patrizia Violi has stated, it is possible to identify “an action

performed by the museum in order to affect visitors, evoking a strong emotional
involvement on their part, by focusing on their  pathemic experience. Memory
museums thus appear to foresee and construct an experientialist visitor , i.e. a
VISITOR THAT WILL IRST AND FOREMOST @HAVE AN EXI
than being informed, by acquiring more knowledge of past events, which was the

principal underlying idea behind traditional museums” (Violi 2014, 53).

2 In the following paragraphs, | will use the term “memory museums” to refer to a wide range of
history museums that present past events through the paradigm of memory (Arnold-de Simine
2012, 16).
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Experience should be understood as a “strong embodied sensory pathemic
INVOLVEMENT ON THE PART OF THE VISITORvV 610LI
and Arnold-de Simine 2013). As a consequence of this change of perspective,
the very nature of museums is radically transformed, and they have become,
instead of repositories of collections, “places of recollection, not so much driven
by objects but by narratives and performances” (Arnold-de Simine 2013, 2).
Museums could therefore be understood as performative spaces , where “the total
physical environment becomes the attraction as the visitor is encouraged to re-
enact the drama in a kind of empathetic walk-through” (Williams 2011, 223).
According to Paul Williams, theatrical tropes in museums include stage-set-like
reconstructions of historical scenes, as well as the dramatization of the act of
testimony (2011, 223): in theatrical performances or video recordings, real or
ICTIONAL PEOPLE THAT WERE DIRECTLY INVOLVED IN SIGN
their personal stories, accompanying and guiding visitors through the exhibition.
Contemporary memory museums seem thus to favour what Barbara Kirshenblatt-
Gimblett has called “in situ displays” when writing about ethnographic museums

BUT WE CAN EXTEND THE DEINITION TO HISTORY MUSEUMS
context displays,” which are based on the “drama of the artifact,” such displays
are immersive and environmental, privilege experience over demonstration and
are based on mimesis and illusionism, through which they recreate virtual works
that visitors can enter and explore (Kirshenblatt-Gimblett 1998, 19-23).

#ONSIDERING THIS SCENARIO ) WILL FOCUS SPECIICALL)Y

media within the exhibition strategies of museums, arguing that contemporary
MEMORY MUSEUMS EXTENSIVELY DRAW UPON ILMS AND Al
such performative and “experientially oriented encounters” (Arnold-de Simine
2013, 1) with their visitors.

Audio-Visuals in Museums

3INCE THE VERY IRST DEBATES ABOUT MOVING IMAGES I}
emphasized the capacity of cinema to bring motionless museums’ objects to life.
Ina 1930 article titted Museums and Movies , an anonymous editor of the Museums
Journal wrote: “In a museum the objects are as a rule immovable. [...] A collection
of stuffed animals, of dried plants: how lifeless! [...] But now the cinematograph
has come to change all that and to give us real living pictures, to bring all the
life and movement of the world on to a few square feet in one little room” (1930,
SEE ALSO 'RIFITHS n .OT ONLY MOVING IMAGE
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OPPORTUNITY TO hANIMATEV EXHIBITS BUT AT THE SAME
carry an extraordinary educative potential, being capable to communicate in a
SHORT TIME AND IN A SYNTHETIC WAY A LARGE AMOUNT O
to provide, such as details about the historical context of objects or artworks.
Contemporary curatorial statements are in a way very similar: audio-visuals are
understood as didactic means but also as instruments to create spectacular displays,
hanging in the balance between education and entertainment. Although moving
images challenge the traditional “primacy of the object” and pose a number of
guestions about authenticity, they are by now widely accepted as museographical
tools, together with sounds, slide shows, interactive stations, augmented reality
or virtual environments. Such devices are no longer an exception, and visitors
almost expect the use of multimedia in exhibitions.
However, if today screens and projections are common in museums, designers
often employ a series of display strategies that aim to restore what we might call
the “attractional” component of audio-visual media. The well-known notion of
ATTRACTION IRSTLY DEVELOPED BY ILM SCHOLARS 40M '
"UNNING ; = '"AUDREAULT AND '"UNNING ; = HAS
TO DESCRIBE A SPECIIC KIND OF ILM PRACTICE AND SPEC
in the period of early cinema, but also as a trans-historical concept applicable to
other moments in the history of the seventh art, as well as to other expressive
forms (see Strauven 2006). | would argue that this concept could help us to
describe and understand a series of practices related to the use of audio-visuals
in contemporary museum exhibitons. * )N FACT WHEN EMBEDDED IN DI
and moving images often produce spectacular mises en scéne with immersive
effects, creating wonder and astonishment: by providing a pleasure based on
shock and “strong sensations,” they engage visitors on an emotional, visceral
AND PHYSICAL LEVEL !S IT IS WEL attkadtionwaN\didthctfrdvh STUD |
(if not opposed to) narration , but the two concepts are not mutually exclusive:
attractions can be present when narrative is also involved (see Strauven 2006).
Although exhibitions could be characterized by a strong narrative component, |
would claim that they have an attractional dimension as well, which suspends
for a while the development of the “story” to directly address spectators.

3 In this essay, this claim is discussed in relation to history museums, but | would maintain that
these arguments could be extended to a broader range of museums.
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Between Narrative and Attraction: Studio Azzurro’s
Ocean Liners Exhibition

I will discuss this topic through the analysis of an example of exhibition design
by the Italian multi-disciplinary group Studio Azzurro. Since the beginning
of the 2000s, Studio Azzurro has carried out various permanent or temporary
installations devoted to local memory and identity. Through the use of multimedia
and digital technologies, the group gathers audio-visuals, photographs and other
documentary materials inimmersive, multisensory and emotional displays, where
visitors can interact with the environment in seemingly natural ways, without
the interference of intrusive devices. The whole structure of the exhibitions is
sustained by a strong narrative, which, for its complexity, could be compared to a
ILM SCRIPT !S STATED BY THE GROUP hTHE NARRATION WE
museum space, requires a dramatic approach in the management of the physical
SPACE VIRTUAL COMPONENTS AND NARRATION AS IT WER
exhibition. The narration is therefore inextricably linked with that environment,
WITH THE STORIES IT TELLS AND THE OVERALL SUBJECT N
and Rosa 2011, 28). On the one hand, “attention is shifted away from the object
itself to the story surrounding the object, reconstructing a setting which gives a
CONTEXT TO THE EXHIBITv #IRIINO 'lARDINI OAPA AND 20
hand, the visitors’ intervention completes the exhibition. As they move through
the space and interact with the devices, they contribute to building up the story,
which means that this is not inherent in the single objects, but is embedded in
the whole installation: “visitors do not move just from room to room, but also
WITHIN A @CINEMATOGRAPHIC SEQUENCE WHICH DEVELOF
Giardini Papa and Rosa 2011, 29).

The reference to cinema is not casual: cinema is not mentioned only because
OF THE ABUNDANT USE OF MOVING IMAGES BUT IT HAS A
is used as a model for the very conception of the exhibition space. Drawing on
THE CLASSIICATION SUGGESTED BY )RINA / 2AJEWSKY ) |
a systemic intermedial reference where “the media product uses its own media-
SPECIIC MEANS ;x= TO REFER TO ;x= ANOTHER MEDIUM QU/
53). In other words, in many works by Studio Azzurro, museum narrative could be
COMPARED TO ILM NARRATIVE NOT ONLY BECAUSE THEY BO
SCRIPT BUT ALSO BECAUSE THE IRST EMPLOYS THOROUGF
ILMIC TECHNIQUES SUCH AS MONTAGE NOT ONLY IN TIME
close-ups, as well as a complex articulation of diegesis and characters.
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The exhibition Ocean Liners (Transatlantici ), held in 2004 at the Museo del
Mare in Galata (Liguria, Italy), is emblematic in this respect. The installation
WAS EXPLICITLY CONCEIVED hAS A ILM THAT TAKES PLAC
"lIARDINI OAPA AND 20SA A ILM SPLIT INTO FRAGME
the museum. The narrative was articulated in sixteen rooms: eight narrative
scenarios, and just as many rooms for in-depth investigation of the history of
transatlantic shipping in nineteenth and twentieth centuries. Each multi-screen
installation presented one of the ships’ spaces, and at the same time a different
historical period, providing thus a travel in both space and time: the narrative
followed the liners from the boarding to the dock, but also through their history
in different decades. The exhibition could be described as cinematic not only
because it was mostly composed of audio-visuals, but also because of the particular
positioning of the exhibits: the screens were arranged across the museum space
in order to create a spatial montage in a three-dimensional succession of details
AND OVERALL VIEWS WHICH AMPLIIED THE AUDIO VISUAI
INSTANCE IN THE IRST ROOM DEVOTED TO BOARDING F
points of view of the scene, combining in space moving images of passengers
from different social classes [Fig. 1]. The juxtaposition of images accentuated
THEIR HETEROGENEITY WHILE A PROJECTION SHOWED /
class passenger, the next one displayed a full-shot of a third-class traveller. This
arrangement showed in a powerful and immediate way the multiplicity of people
who crossed the Atlantic, while the fractures between the screens revealed the
insurmountable gap between them. The multiplication of perspectives on the
portrayed event brought to light the impossibility to gather the different stories
in a unique narrative, and stimulated visitors to adopt their own individual
point of view on the story that was just beginning: the narrative was thus open,
discontinuous and multi-layered. And it is precisely into its interstices that, |
would argue, the attraction insinuated itself.

Through the various rooms, different strategies aimed to directly involve
visitors. The audio-visual narrative abounded with spectacles, which implied
the presence of a diegetic observer who is shown from behind, in the foreground,
in a mise en abyme of the spectator’s position. In the scenario titled And the
SHIP GOES T H E, betiedonFa $padeSsimilar to a small cinema theater,
VISITORS COULD SIT AND WATCH A MONTAGE OF ORIGIN
transatlantic ships. Here, the distinction between the space of reception and
the diegetic space was ambiguous and uncertain. Moreover, in scenarios such
as The Ballroom , devoted to parties on board, characters continuously entered
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and left the frame moving to or from the fore of the shot, creating an imaginary
continuity between diegetic space and viewers’ space [Fig. 2]. Often, characters
looked directly into the camera, explicitly demanding the spectators’ attention,
or even made invitation gestures, apparently asking visitors to follow them, to
ENTER THE ICTIONAL WORLD THIS CREATED A MOMENTARY
AND THE ICTIONAL ACCENTUATED BY THE ALMOST LIFE SI1Z
the screen. A few seconds later the trick was unveiled as the diegetic character
who was the effective receiver of the interpellation entered the frame. * However,
THIS RESTORING OF THE DISTINCTION BETWEEN ICTION AN
estrangement effect caused by the previous blurring of the boundaries. Addressing
viewers directly and emphasizing their being an essential part of the show, these
display solutions undermined with their attractional force the homogeneity of
the narrative.

In the interactive area The Routes Carpet A DARK AMBIENT WITH CEILIN
projections, the movements of the visitors produced virtual maritime routes which
APPEARED ON THE mOOR SUPERIMPOSED ON MOVING IMAG
shipwrecked or imaginary beings such as sirens and sea monsters appeared on
the surface. Further ahead, in the 7 R E @dém, a video projection on the ceiling
MIRRORED ON THE REmMECTING mOOR SHOWED AN OVERTUR
OBJECTS mOATED TO THE TOP .OISES AND VOICES CAME
water that completely surrounded the spectators, who were thus immersed in a
multisensory and emotionally charged environment. Their impossible point of
view, from the depths of the sea, emphasized the act of viewing itself and the
exceptional nature of this point of view. These moments were only marginally
FUNCTIONAL TO THE UNFOLDING NARRATIVE RATHER THE"
of the visit, generating wonder, and captivating spectators through spectacle and
visual effects. Moreover, in  The Routes Carpet, the interactive device itself, which
responded to spectators’ movements, produced an effect of astonishment on them.

Studio Azzurro’s exhibitions are characterized by a strong narrative component:
THE GROUP DEINE ITS MUSEUMS AS hNARRATIONvV OR AS h!
"IAARDINI OAPA AND 20SA -OREOVER THE GROUP IRML
technology as a means in itself, merely aimed at creating spectacular moments.
However, as | showed, their use of audio-visual and interactive technologies
occasionally creates instants of suspension, which undermine the development

&RANCESCO #ASETTI DESCRIBES THE INTERPELLATION AS hTHE RECOG
THE TEXT TO WHOM THE ILM MAKES A DIRECT APPEAL @HAILING THIS
enunciator, in the form of a narrator, a voice-over, titles, or the like, that directly addresses the

spectator” (1998, 138).
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of the narration and make spectators’ position uncertain. These are not to be
understood as parentheses of mere visual pleasure and physical involvement.
Rather such moments of attraction underline the direct involvement of visitors,
and require a deeper engagement with the issues brought forward in the exhibition.

Another feature makes the Ocean Liners installation particularly interesting.
As mentioned above, eight rooms were devoted to deepen issues related to the
history of liners, such as migration, architectonic styles, ship competitions, as
well as war and propaganda. Here, some projections showed archival footage
and interviews with witnesses, as well as actors in costume who interpreted
KEY IGURES IN THE SHIPS HISTORY SUCH AS CAPTAIN
WAS ALWAYS IN THE IRST PERSON EVENTS WERE ILTER
individuals, through their (real or imagined) personal accounts and memories.
&OR 3TUDIO 1ZZURRO NOT ONLY COULD PEOPLES STOR
new shades of meaning, but this “revival of the oral culture” also allowed to
hREPRODUCE THE EMOTIONAL IMPACT OF DIRECT COMMI
Papa and Rosa 2011, 29), creating a deeper involvement: “the memory contained
WITHIN THE MUSEUM IS SEEN AS A MOBILE AND mUID SU
must be continually reassessed in the present context, in relation to the social
SYSTEM AND THE SITUATION WE NOW LIVEvV #IRIINO 'IA
30). This choice is not isolated in contemporary curatorial practice, but responds
to a broader trend, as | will show in the followings.

The Witness and the Ghost: Audio-Visual Testimonies in
Exhibitions

7I'TNESSES REPRESENT KEY IGURES IN MUSEUMS DEVOT
which nowadays tend to privilege the stories of common people over authoritative

and (presumed) objective historical narratives (see Hooper-Greenhill 2000). This
museological tendency is linked to the growing importance of the act of testimony

IN CONTEMPORARY CULTURE AND MEDIA SEE "HASKAR /
&ELMAN AND ,AUB HAVE ARGUED THE IGURE OF THE WI°
our relation to events (1992, 5). Hence, video testimonies have become an almost

ubiquitous presence not only in media such as cinema and television, but also in

museum exhibitions, where video interviews regarding the memories of witnesses

are projected on screens of all shapes and dimensions. In the Los Angeles Museum

of the Holocaust, for instance, the Tree of Testimony installation, a seventy-

screens video sculpture inspired by video artist Nam June Paik’s works, shows
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HUNDREDS OF ILMED TESTIMONIES BY (OLOCAUST SURVI\
museums such as Studio Azzurro’s Museo Audiovisivo della Resistenza (Audio-

visual Museum of Resistance) in Fosdinovo (ltaly), or NO3!s Museo Diffuso

della Resistenza (Diffused Museum of Resistance) in Turin are almost entirely

based on audio-visual testimonies, which narrate the history of opposition to

fascists during the Second World War, or, more precisely, the many individual

STORIES CONNECTED TO THAT PERIOD 4HE SIGNIICANCE
communicative strategies of museums is also proved by the fact that often, when

ILMED INTERVIEWS WITH EYEWITNESSES DO NOT EXIST ICT
by actors perform the narration of historical events, creating “a tension between

the authenticity signaled by the ‘genre’ of the video testimony and the fact that

these are only simulations of testimony” (Arnold-de Simine 2013, 101).

IN EXTENSIVE USE OF ICTIONAL TESTIMONIAL VIDEOS IS
Fields Museum in Ypres (Belgium), where actors play the role of people who
ACTUALLY LIVED DURING THE &IRST 7ORLD 7AR AND WERE IN
soldiers of different armies, a priest, a doctor and a nurse. Their testimonies,
ALTHOUGH WRITTEN BY CURATORS ARE BASED ON VERIIE
letters and written documents. The life-size images of characters are shown on
glass display cabinets, one of the most classic means of museum exhibitions.

Each video testimony is associated with some real objects, such as weapons or

DIARIES THAT TRULY BELONGED TO THE HISTORICAL IGUR
are desaturated, their faces are pale and their bodies seem to emerge from the
SHADOWS 2EmMECTIONS OF THE 'OTHIC WINDOWS OF THE E
vitrines create a number of tricks of light, which emphasize the transparency and
IMMATERIALITY OF THE IGURES AND ACCENTUATE THE AMB
of the visitors’ eyes and their inability to touch the exhibits. Characters seem
spectres caught between life and death, which speak as they look straight into
the eyes of the spectators, asking for their empathy, seducing but at the same time
frightening them (Arnold-de Simine 2013, 192-193).

As Silke Arnold-de Simine has stated, such exhibition strategies could be
described as “nostalgic revivals of simulations of eighteenth and twentieth-
century spectacles such as the magic lantern shows renowned as ‘Phantasmagoria
or ‘Pepper’'s Ghost™ (2013, 187-200). As it is well known, the Phantasmagoria
was a nineteenth-century exhibition of optical illusions produced by means of a
magic lantern. The show was held in the darkness, and the magic lantern, hidden
from view, projected frightening images such as ghosts, skeletons and demons
on a transparent screen. In this way, rather than appearing on a material surface,
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IMAGES SEEMED TO mUCTUATE IN THE AIR AND AUDIENC
projection device nor the screen. Pepper’s Ghost, which took its name from the
lanternist who made it popular, was an improvement of the Phantasmagoria: it
allowed, through a game of mirrors, to project on a transparent screen, positioned
on the scene, the image of a real person placed in an adjacent room, out of sight of
the public (see Mannoni 2000, see also Gunning 2004). Today, these strategies are
very popular in museum exhibitions: already in a 2008 article of the professional
journal museology Museums Practice, Scott Billing argued that museums were
rediscovering the impact of displays with ghostly apparitions, obtained by
projecting still or moving images (Billing 2008, 36). Effects similar to those of
Phantasmagoria and Pepper’'s Ghost are thus recreated in museums with hi-tech
means such as holographic projections, a mid-twentieth century invention whose
potential has been fully exploited with the advent of digital technologies. [Fig. 3.]

In memory museums and historical sites, “spectres” seem to know an
unprecedented diffusion. Not only testimonies, but also the very protagonists
OF HISTORICAL EVENTS OR EVEN ICTIONAL PERIOD CHA
rooms. To mention only a few, at Palazzo Ducale in Gubbio (Italy) the three-
dimensional moving image of an actor playing Duke Federico da Montefeltro
APPEARS IN ONE OF THE ROOMS AND SEEMS TO mOAT
CONVERSES WITH AN ANGEL AN UNREAL IGURE THAT ACC
presence of an uncanny vision. At the entrance of the Museo Martinitt e Stelline,
created in Milan by the group Studio NO3! and devoted to the stories of children
in the two city orphanages during the nineteenth century, the shadows of the
little orphans run on a staircase, accompanied by sounds of steps, whispers and
LAUGHS 4HE IMMATERIALITY OF THEIR IGURES IS ACCE
overlap with the bodies of the visitors, just like eerie apparitions. The Fryderyk
Chopin Museum in Warsaw proposes the reconstruction of a nineteenth-century
Parisian living room, where spectral silhouettes of actors are projected behind a
window, mimicking the life that took place there. At the Roman Baths in Bath,
full-size wall video projections of historical characters re-populate the site. In
Studio Azzurro’'s exhibition  Fare gli italiani (The Making of Italians), held in

IN 4URIN AN IMPRESSIVE PROCESSION OF GHOSTLY |

large screens hung on the ceiling, which dominated the whole space, creating a
sense of wonder in visitors but at the same time a sense of discomfort as well by
THE THREATENING IGURES INCUMBENT UPON THEIR HEAD

I should also mention Peter Greenaway's 2007 exhibition at Venaria Reale,
an ltalian Royal palace near Turin. As the title  Peopling the Palaces indicates,



SPECTACULAR !ITTRACTIONS -USEUMS !'UDIO 61S8JALS ANL

Greenaway’s intervention was intended to bring life in a now deserted historical
palace, presenting the daily life of the court during the seventeenth and
EIGHTEENTH CENTURIES THROUGH HUNDREDS OF ARCHETY
ILM DIVIDED INTO FRAGMENTS AND DISSEMINATED IN SPAC
Azzurro's Ocean Liners WAS SITUATED IN ELEVEN ROOMS TODAY
which audio-visual projections showed images of people engaged in their daily
activities: cooking, hunting, court dances and a procession (for a more detailed
description, see Chittenden 2011). In 4HE +1T G féEMst@nce, a large central
SCREEN IS PLACED AT THE CENTRE OF THE ROOM mANKED
screens placed symmetrically on either side. [Fig. 4.] During the unfolding of the
audio-visual narrative, images of the chef and his under-cooks are refracted on the
different screens, surrounding and immersing visitors. Again, the transparency of
the images suggests the spectral nature of the characters who return to inhabit the
palace and share its space with visitors, blurring the distinction between presence
and absence, past and present. In other rooms, Greenaway uses the white walls as
PROJECTION SURFACES /N THE ONE HAND ILMIC IMAGES E
surface and with its materiality, but on the other, the very architecture seems to
lose its consistence and to unfold into a new and evanescent space. Through the
use of audio-visuals and digital technologies, Peopling the Palace recoveres and
renewes traditional means of museum display such as illusionistic diorama or
life groups, as well as historical drama reconstructions.
Finally, another Phantasmagoria-like display is the so-called  Secret Annex,
a part of the permanent Anne Frank installation at the Museum of Tolerance
in Los Angeles. It is a small, circular room that recreates the shelter of Anne’s
family during the Nazi occupation. Here, the moving shadow of the young girl
is projected onto a two-hundred-and-sixty degrees curved wall. An actress
gives her a voice, and a number of visual and sound effects create an engaging
narrative about Anne’s life in the refuge. Space is similar to a little projection
room: spectators are seated, they watch images on the screen, and they are
immersed in dramatic sounds. Museum space mimics the classic conditions of
ILM VIEWING AND VISITORS ACCUSTOMED TO WALK THRC
forced to immobility: a constraint that strengthens the feeling of claustrophobia
and aims to create a deeper empathy for the girl and her family.

Even if they are in many cases inscribed in the progressing of museum
NARRATIVE THESE STRATEGIES AT IRST CREATE ATTRACT
been explained above. They are thus very effective means for museums to
create evocative and emotive experiences (Hein 2000). Audio-visual display
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STRATEGIES SIMILAR TO THOSE JUST MENTIONED CONTI
emotional impact of the exhibition, increasing the spectators’ sense of empathy

AND ATTACHMENT TO HISTORICAL OR ICTIONAL CHARAC
create a sense of presence and contact (albeit illusory and ambiguous) between

reality and the represented world: visitors are aware thatthey are not actually

seeing or hearing “real” historical individuals, but nonetheless they are deeply

and emotionally touched by their stories. According to Silke Arnold-de Simine,

accounts of personal memories, and in a broader sense the transmission of
HISTORICAL KNOWLEDGE THROUGH THE ILTER OF INDIVIDI
not only because they are seen to be more engaging but because they also seem

to provide a democratic and ethically responsible way of approaching the past”

(Arnold-de Simine 2012, 15). Moreover, she continues, the focus on emotions “is

based on the assumption that knowledge about atrocities alone does not prevent

violent histories from happening again, but that instead a degree of imaginative

empathy is being called for in order to ensure moral responsibility” (Arnold-de

Simine 2012, 15). However, we agree with Patrizia Violi when she argues that we
SHOULD NOT UNDERESTIMATE THE INMUENCE OF THE BF
in which museums are immersed, which renders them “spectacular media
showplaces” (Violi 2014, 55). For this reason, “the main emotion they aim to

provoke [...] is often one of wonder: visitors are to be surprised and captured by
spectacular innovations and new presentation forms” (Violi 2014, 55).

For their spectacular potential, audio-visual technologies are privileged
means to obtain such effects. In the installations described above, the uncanny
appearance and disappearance of the shadows of historical characters, as well
as the fact that they move as in real life, engender and modulate the spectators’
involvement, inducing surprise and astonishment. The presentation of “real”
objects, which is the traditional mission of the museum, leaves place to an
ambiguous and often problematic coexistence of truth and illusion, subjectivity
and objectivity, facts and imagination.

In this paper | have shown that audio-visual media are not merely
ACCESSORY TOOLS IN MUSEUMS /N THE CONTRARY Wt
are incorporated in exhibitions, their arrangement affects the whole museum
DISCOURSE WHICH IN TURN CONTRIBUTES TO DETERMIN
on a deeper level, the components of the exhibition space (such as objects,
architecture, lighting, sounds, and visitors’ paths) can be shaped in a way that
REFERS TO ILMIC LANGUAGE &OLLOWING 2AJEWSKY
as a systemic intermedial relation, arguing that the cinematic component should
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be understood as a structural element of contemporary exhibitions. Therefore,

the analysis of how audio-visuals are displayed in museums not only enriches

OUR UNDERSTANDING OF AN UNDERESTIMATED ARENA OF
moving images outside the movie theater, but also helps to better understand

how museums transmit their contents and engage their public.
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Abstract. Although Christopher Nolan's Memento (2000) has been the subject

OF NUMEROUS CRITICAL EXAMINATIONS THE UNIQUE MANNE]!
reverse-chronological dramaturgy interweaves the spectators’ cognitive-

analytical attempts to ensure causal-linear coherency together with a corporal-

affective sensation of temporal loss remains underexplored. This | believe

is due to the inability of prevalent narratological terms of cutting across

the current divide and uniting on the same conceptual plane the cinematic

spheres of the cognitive-analytical, evaluative, and interpretative, on the one

hand, with the visceral, haptic, and sensory-affective, on the other hand. As

an attempt to carve out a conceptual ground where these key facets of the

CINEMATIC EXPERIENCE CAN BE UNIIED IN A NONHIERARCHIC
manner, | propose an embodied reconceptualization of the cognitive-formalist

concept of the fabula. In order to do so, however, it is necessary to dispute a

series of dominant assumptions about cinematic spectatorship and narrative

comprehension that automatically come with this narratological concept. !

Keywords NARRATOLOGY COGNITIVE ILM SCIENCE EMBODIED
philosophy, the embodied fabula.

Memento and the Embodied Fabula : Narrative
Comprehension Revisited

The brilliance of Christopher Nolan’s  Memento (2000) lies not simply in its complex
narrative dramaturgy. It equally pertains to how this evokes in the viewers an

This article draws upon research conducted as part of my PhD-dissertation = Embodying the

&ABULA #INEMA BE T WattBd\Bauhbls-UMMErSItat Weimar, Germany. | would like to

express my gratitude to my supervisors Lorenz Engell and Christian Kassung for their comments,

guidance, and critical remarks, and to the Graduiertenférderung des Freistaates Thuringen for

INANCIAL SUPPORT ) WOULD ALSO LIKE TO EXPRESS MY APPRECIATIO
an earlier draft of this paper for their thoughtful comments and for suggesting ways to further

strengthen the concept of the embodied fabula.
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EMBODIED SENSATION OF TIME THAT MIRRORS THAT OF T
Shelby (Guy Pearce), who suffers from anterograde amnesia. Although generally

hailed as a landmark in nonlinear storyteling, = Memento compels its viewers to

be more engaged with linear reasoning than most classical Hollywood narratives.
#ONSEQUENTLY THE ILM RENDERS VISIBLE THE INFERE
perception and thus envisages the cinematic spectator as an active participant
constructing — rather than passively receiving — narrative sense. Noticing this aspect

OF THE ILM 20BERT 3INNER B/RingrKo @ErEds RXhECSgnTtitAsA T

theories of narrative that emphasise the roles of rational inference-making, the

testing and adjusting of beliefs, and the cognitive matching of affective tone with

perceptual awareness” (2011, 48). Yet, due to its ability to distort our sense of
temporality, Memento also poses a challenge to theories of cinematic spectatorship

based on cognitive appraisals, evaluations, and interpretations, 2 because it
explicates the emotional and affective underpinnings of narration (cf. Hogan 2012).

Memento S ILM PHILOSOPHICAL EXPLORATION OF HOW &
narrative world or environment thus forces us to reconsider the cognitive and
representational dominance within narratology. 2 Of special interest to this article
IS HOW THE ILM PROVOKES A RECONSIDERATION OF THE C
of the Russian formalists’ narratological distinction between the fabula (the
story’s state of affairs and events as inferred by the viewer and organized into a
chronological and casual order) and the SY U Z fhié actual arrangement of the
visible and audible events in the narrative) (Bordwell 2007, 14). However, it shall
be argued that the fabula does not arise from a cognitive picking up of relevant
CUES INHERENT S\WUAHBUOWM SROM A RESONANCE CREATED
spectator that activates feedback loops in the perceptual, emotional, affective,
cognitive, and sensory-motor circuits. 4

2 In brief, the cognitive appraisal theory of emotion argues that people’s personal interpretations of

A GIVEN EVENT IS DETERMINING FOR THEIR EMOTIONAL REACTION (

a perspective is typically assumed by cognitive-formalist theories on narrative comprehension

AND EMOTION CF OLANTINGA OLANTINGA AND 3MITH B 4AN
3 Although this article emphasizes their interdependence, itis useful to draw a conceptual distinction

between cognition, emotion, and affect. While the term cognition “collectively refers to a variety of

higher mental processes such as thinking, perceiving, imagining, speaking, acting and planning”

(Ward 2010, 4), it is primarily used to designate mental activities associated with information-

processing, judgements, evaluations, attention, and problem-solving. The differentiation between

emotion and affect is more problematic, as cognitivists generally do not draw such a distinction.

However, | believe it to be useful to reserve the term emotion for subjective and object-oriented

feelings. Affect, on the other hand, cannot be simply attached to a particular feature or object and

THUS LACKS A SPECIIC CAUSE OR BASIS IN THE WORLD OR ILM CF 9
4 ! MODEL OF SUCH RESONANCES HAS BEEN SUGGEST KercBptfiod ORBEN

emotion, cognition, motor action) (cf. Grodal 2009). In addition, Vittorio Gallese’s embodied
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In performing a reconceptualization of the cognitive-formalist concept of the
fabula, this article is informed by a steadily growing body of works that carve out
the embodied nature of the cinematic experience. ° Itis, however, crucial that the
increased focus on the cinematic body does not amount to a reversal of the mind-
body dichotomy of classical cognition such that the affective is conceptualized as
an autonomous sphere to be studied in isolation from higher cognitive processes
and hermeneutic analysis. ¢ On this ground, the embodied fabula is a conceptual
tool answering the plead of William Brown to synthesize “with the haptic, or
affective, elements of the cinematic experience the ‘higher’ ‘brain’ elements that
in fact form a continuum with them” (2013, 141).

Linearity and Nonlinearity:  Memento 's Exploration of
Cinema’s Temporal Modalities

Memento perfectly illustrates the affect-emotion-cognition continuum which

becomes activated as the spectators embody the cinematic world unfolding before

THEM 4HE ILM MOTIVATES VIEWERS TO PERFORM THE COGN
David Bordwell and others, while simultaneously demonstrating how cognition,

and consequently narrative comprehension, is co-constituted in corporal affects

and emotional responses to the cinematic event. In introducing the concept of the

embodied fabula, this article attempts to incorporate into a common conceptual
FRAMEWORK Taetizatidn\df & (narrative) desire for causal-linearity, our
corporal-mental efforts to achieve such, and our sensory-affective temporal

simulation theory — based on research in the mirror neuron system — provides a model for the
intimate connection between the audiovisual stream of images and the brain-body (cf. Gallese

AND '"UERRA FOR A SIMILAR THEORY BASED @WICIIHABRWSIKURE CF 'A
5 70RKS THAT RE EMPHASIZE THE ROLE OF EMBODIMENT IN CINEMA INCL
(AGENER -ARKS -ARKS 3HAVIRO 30BCHACK 'RODAL
Guerra 2012.
6 In recent years, the concept of affect has been principal for the formulation of a more direct
ENCOUNTER BETWEEN THE SPECTATOR AND THE MOVING IMAGES CF
OISTERS 3HAVIRO 30BCHACK IFFECT PARTICULARLY AS
the work of Brian Massumi, can be differentiated from cognition and emotion, which we have

orpossess SINCE IT IS NONCONSCIOUS ASIGNIFYING PRESUBJECTIVE U
thus not to be attributed to a self-identical Cartesian individual (2002, 23-45). Affect is thus
hIRREDUCIBLY BODILY AND AUTONOMICvV ILTHOUGH ) IND -ASS
emotion and affect useful, | am sceptical towards a radical disconnection of affect from the

emotional and cognitive sphere. The problem with such a disjunction is that it utilizes the

concept of affect to inverse the Cartesian dualism separating affect (body) from cognition (mind)

(cf. Leys 2011). See Brinkema (2014) for a recent intervention in the study of affect that does not

oppose this concept to critical inquiry, interpretation, and formal and aesthetic concerns.
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disorientations that arise from such attempts to master the narrative. 7 As it shall

become evident, this procedure is not straightforward, given that an embodied
reconceptualization of the fabua GESTURES TOWARDS A BROADER
the concept of narration. 8 In order to understand this claim better, it is useful

to consider how Memento both invokes and challenges the way the cognitive-

formalist fabula copes with narrative temporality.

Once confronted with the idea of Memento BEING A NONLINEAR ILM #H
.OLAN PROMPTLY ANSWERED AS FOLLOWS h90U REFERRI
in fact it's very linear just in reversed chronology” (Nolan 2012). In fact, the linear
NATURE OF THE ILM IS MADE EXPLICIT ON THE SPECIAL EL
IT INCLUDES A CHRONOLOGICALLY RE EDITED VERSION O
REVEALS HOW METICULOUSLY THE ILM HAS BEEN CONSTR
LINEAR RELATION OF THE INDIVIDUAL SCENES &OLLOWINCG
Klein (2001), the narrative structure can be illustrated according to an intricate yet
systematic scheme where the coloured, reverse chronological scenes (A, B, C, etc.)
are separated from the black-and-white, chronological scenes (1, 2, 3, etc.). Klein's
suggestion provides us with the following visualization of the narrative structure:

Credits, 1,V,2,U,3,T,4,S,5,R,6,Q,7,P,8, 0,9, N, 10, M, 11, L, 12, K, 13 J,

14,1, 15, H, 16, G, 17, F, 18, E, 19, D, 20, C, 21, B, 22/A.

Each reverse chronological sequence is interrupted by a black-and-white scene
from which a new reverse chronological sequence follows, etc. Scene 22/A is
pivotal in relation to this, since this is where the two narrative threads merge.

The black-and-white scene 22, as Klein observes, “almost imperceptibly slips
into color and, in an almost vertiginous intellectual loop, becomes (in real-world
ORDER SCENE ! THE IRST OF THE COLOR SCENESv +LEI

7 For an alternative attempt to synthesize the affective and cognitive aspects of narrative
comprehension see Daniel Yacavone's &ILM 7O0RLDS ! OHILOSOPHICAL 'ESTHET
(2015).

8 While this article centres on how the notion of embodiment allows us to expand the concept
of the fabula, such an approach inevitably gestures at a broader embodied rethinking of
narratology beyond the scope of this article. If the fabula, as this article suggests, grows out
OF OUR EMBODIED EXPERIENCE WITH THE ILM THIS CONCEPT IS MI
representational string of events that can be isolated from the spectator’s corporal-affective and
emotional experience and construction of these events. The pertinent task becomes to describe
the continuum between corporal experiences and higher-order representations. One possible
place to start is to expand upon the argument made by George Lakoff and Mark Johnson in
RELATION TO REASON INTO THE IELD OF NARRATOLOGY )N THIS FAS
narration must depart with disembodiment but be seen as arising from the nature of embodied
experience (and our engagement with the environment). As the authors declare, “[t]his is not
just the innocuous and obvious claim that we need a body to reason [and, | add, to construct
NARRATIVES= RATHER IT IS THE STRIKING CLAIM THAT THE VERY S
narratives] itself comes from the details of our embodiment” (Lakoff and Johnson 1999, 4).
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71TH THE MERGING OF THE TWO NARRATIVE THREADS THE
CONSTRUCTION OF A UNIIED CAUSAL CHRONOLOGICAL CONT
fabula), which can be translated into the following structure:

1,2,3,4,56,7,8,9, 10,11, 12,13, 14, 15, 16, 17, 18, 19, 20, 21, 22/A, B, C, D,

E,FG H 1L KLMN,O,PQ,R, S, T,U,YV, Credits (in reverse).

In applying this narrative logic, Klein continues by providing an extensive and
METICULOUS ACCOUNT OF THE ILM S EVENTS ONCE THESE
linearly.

However useful Klein’s visualization of Memento’s narrative structure may be,

IT ALSO EXEMPLIIES THE GAP EXISTING BETWEEN hOUR ACT
AND THE THEORY THATMWMECHIADNERMICONSTRUCT TO EXPLAI
2004, 53). If we consider the aforementioned re-edited version of Memento, it
BECOMES CLEAR THAT IT DOES NOT MERELY ALLOW SPEC
WITHOUT THE OBSTRUCTIONS PERTAINihNaGsenmt@, THE&® ORIGIN,
TESTIIES TO THE SURPLUS VALUE OF THE ORIGINAL &RO
visualization of Memento’s narrative (corresponding to Bordwell's cognitive-

analytical fabula THE NARRATIVE EVENTS OF THE ILM REMAIN
versions, yet anyone who has watched both versions of Memento is likely to

have had two qualitatively different  experiences of those events. Logically, both

versions focus their narrative attention on Leonard’s memory system — consisting

of mementos in the form of annotated photographs, notes, and tattoos for the

MOST IMPORTANT FACTS n YET ONLY THE ORIGINAL VER
provoking a matching feeling of temporal disorientation in the spectators.

The surplus value of the original version pertains to a nonlinear dimension
of Memento, which is not captured by the cognitive-formalist fabula .® In an
INTERVIEW PUBLISHED SHORTLY AFTER THE ILM S INITIAL
HIMSELF POINTS TO THE NONLINEAR QUALITY OF THE ILM |
AILM THAT BLED INTO THE MIND A LITTLE BIT SPUN IN YOU
very much yourself. And when [ listen to [Radiohead’s album + 1D ]'no matter
how many times | listen to it, | don’t know what comes next” (Nolan in Timberg
2001, 14). Once our narrative comprehension is attuned to “the construction of a

9 &OR CLARIICATION ) DO NOT USE THE TERM NONLINEAR TO REFER 1
TELLING BUT TO THOSE ASPECTS OF THE ILM WHICH CAN NEITHER B!
THE ILM NOR TO REMAIN QUALITATIVELY UNAFFECTED ONCE THE NARR
rearranged. In brief, complexity theory holds that the overall behaviour of a nonlinear or
complex system cannot be explained by reference to the sum of its individual components. As
Robert Pepperell explains, this “means that even though we may be able to break up a system
into its constituent parts, we will not be able to learn about the global behaviour of the system
BY STUDYING THEM INDIVIDUALLYvV SEE ALSO ORIGOGINE AND Z



98 Steffen Hven

more or less intelligible story” (Bordwell 1985, 33) — the default mode assumed

in most cognitivist scholarship —, this narrative dimension is easily lost, ignored,

or simply deemed a disturbing side effect. © We thus need to supplement the
analytical fabula of Memento UNDERSTOOD AS THE hOFmMINE v
cognitive-analytical, intersubjective, and chronological reorganization of story

events) with an “online,” embodied counterpart capable of incorporating the
QUALITIES ILTERED OUT IN BRUTE COGNITIVE ANAEYTICA

The Fabula and the “Classical Sandwich” of Narrative
Comprehension

The cognitive-formalist fabula is constructed as spectators pick up the cues of

THE ILM BY MEANS OF MENTAL SCHEMATA WHICH ARE hA
organize the perceptual cues in the plot into a coherent and comprehensible mental

whole” (Coégnarts and Kravanja 2012, 87). *? In this conception, the fabula is an

abstract mental entity that nonetheless dominates our perception of the cinematic

material, which is being constantly (re-)interpreted to accommodate the construction

OF A COHERENT AND CAUSAL LINEAR APPROPRIATION OF
is the fabula in this conception predisposed to causal-linearity (being a “spatio-

temporal realm in which the action unfolds in chronological order” [Bordwell 2007,

110]), it participates in an ongoing linearization of how the cinematic material is

experienced. Bordwell has been criticized for endorsing a too abstract conception of

schemata, isolating it from both language and the body (Buckland 2003, 31). Such
CRITICISM APPEARS PARTICULARLY JUSTIIED IN REFEREN
"ORDWELL S HU G E INgrratdmituteeN-ictidnLFilm  (1985). Here the author
HOLDS THAT THE hSPECTATOR S COMPREHENSION OF THI
separable from his or her emotional responses” (1985, 30). 3

10 Consequently, Bordwell believes “Nolan’s real achievement [...] is to make his reverse-order
PLOT CONFORM TO CLASSICAL PLOT STRUCTURE AND ILM NOIR TWIS
117 )N USING THE TERMS ONLINE AND OFmINE ) REFER TO A DISTINCTI
cognition. Whereas online cognition refers to our immediate engagement with the environment
(corresponding to our ongoing construction of the  fabula during the screening of Memento OFmMINE
engagement is the more abstract, hypothetical imagining of events decoupled from the actual
environment of concern (corresponding to the analytical ~ fabula). It is crucial to note that within
embodied cognition both these forms of cognition are perceived to be body-based (cf. Wilson 2002).
12 Within the cognitive sciences, schemata “are cognitive structures representing generic
knowledge, i.e. structures which do not contain information about particular entities, instances
or events, but rather about their general form” (Emmott and Alexander 2009, 411).
13  Yet, it shall be noted that Bordwell in later works appears more willing to accept the corporal
aspect of mental schemata. This is, for instance, the case when he observes how “[m]ore and
more activities seem traceable to humans’ super-sensitive natural endowment [...] As research
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| will argue that this modus operandi , which mirrors what the philosopher
Susan Hurley (2002) has labelled the “classical sandwich” model of cognition,
also dominates cognitive approaches dealing explicitly with emotion and affect
in cinema. In brief, Hurley’s metaphor of the sandwich encapsulates a position
within the study of cognition which “regards perception as input from world to
mind, action as output from mind to world, and cognition as sandwiched between”

(2008, 2). The core assumption that Hurley wants to criticize with the metaphor of
the classical sandwich is that action, perception, and thought can be ontologically
dissociated. However, as Vittorio Gallese and Hannah Wojciehowski have pointed
out, in conceiving action and perception as separate modular domains, classical
cognitivism neglects “both the intertwine character of perception and action and
their crucial contribution to cognitive processes” (2011, 11).

My thesis is that the concept of fabula —when understood as an inferential and
EXCLUSIVELY COGNITIVE CONSTRUCT n OCCUPIES THE ROL
ILM NARRATOLOGY 4HIS IS NOT JUST THE UNDERLYING AS
in Narration in the Fiction Film . Carl Plantinga, a prominent proponent of the
cognitive-evaluative stance to emotions in cinema explains that “a cognitive
approach holds that an emotional state is one in which some physical state of felt
agitation is caused by an individual’'s construal and evaluation of his situation”

(1997, 378). The advantage of this approach is that it moves beyond the Western
dichotomization of emotion and reason since it allows cognitive researchers
“to discuss emotion states in terms of goals, objects, characteristics, behaviors,
judgements, and motivations” (Plantinga and Smith 1999a, 3). However, in
focusing only on the cognitive dimension of emotions, this position risks reducing
the corporal-affectivity of cinema to the cognitive-evaluation of narrative events.

As a counter-reaction to the cognitive-evaluative position, recent decades have
seen an increased interest in embodiment and affect. While work conducted here
has shed valuable light on the many ways affect cannot simply be subsumed
under the category of cognition, it has also left a remarkable gap between cognition
and affect. With the concept of the embodied fabula, the aim is to integrate both
the affective and cognitive domains into a larger conceptual framework capable
OF CAPTURING MORE FULLY THEIR COMPLEX INTERACTION
cinematic medium. An intriguing, yet all too often ignored aspect of Memento
IS HOW THE ILM ESTABLISHES A NONHIERACHICAL RELAT
symbolic operations (e.g. the reorganization of the narrative continuum), affective

goes on, many ‘higher-order’ activities will probably be revealed as grounded in a rich perceptual
system present at birth but awaiting activation and tuning from the environment” (2007, 45).
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incitements (e.g. a sensation of temporal loss providing another perspective on
Leonard’s amnesia), and emotional involvement (e.g. the intuitive rather than
rational sympathy towards Leonard’s self-righteous project).

From Embodied Cognition to the Embodied Fabula

An example of the intricate manner in which cinema brings cognitive, emotional,
and affective undertakings to engage can be found in how Memento on several
levels instigates an alignment between Leonard and the spectator. This alignment
is cognitive-epistemological, because the narrative structure restrains our
knowledge in a manner comparable to how Leonard is restrained by his short-
term memory. However, this alignment also operates at a corporal-affective level,
because not only is our access to information limited, we also  feel limited and
restrained in regards to our own memory capabilities as we are trying to work
out the narrative. In addition, the alignment is sustained by classical cinematic
emotional and affective markers such as facial close-ups, the musical score,
camera angles, and colour schemes (cf. Renner 2006).

To exemplify the different modes of experience invoked by =~ Memento, consider
the following three viewer-reactions highlighted by Stefano Ghislotti (2003):

Viewer 1: “I've seen the movie three times now and may have to watch it ten
more times until | get it all straightened out.”

Viewer 2: “This movie was brilliant because it totally got me dizzy... never
before can | recall concentrating so hard on what was going on... eventually, | hit a
mind warp and got totally lost forgetting how things ended thus making the facts
in the beginning a dizzying of feelings and a distortion of my OWN memory.”

Viewer 3: ‘I loved this movie because it made me feel as if | had a short-term
MEMORY DEICIT v

These comments illustrate the interrelation between aspects of the cinematic
experience that are cognitive-analytical (the straightening out of the narrative),
affective-embodied (a “dizzying of feelings and a distortion of my OWN memory”),
OR INDUCE COGNITIVE AFFECTIVE | E EMBODIED REmM
EXPERIENCE AS IF h) HAD A SHORT TERM MEMORY DEIC
stem from three different viewers, | believe each alludes to the same interrelated
experience. Whereas the cognitive-formalist fabula ONLY ACCOUNTS FOR TH
embodied fabula comprises all three.
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Memento is unique since it renders evident the need to unite our corporal-
affective and cognitive-analytical engagements with cinema into a nonhierarchical
and recursive framework. Thus, an analysis of the cognitive activities of the
spectators in reorganizing the narrative elements into a coherent fabula is
incomplete without an account of how such activities interact and co-constitute
the temporal sensations and disorientations that play an equal part in shaping our
SENSE OF THE NARRATIVE )N TURN A DESCRIPTION OF THE
IS FORCED TO CONSIDER THE METICULOUS ARRANGEMENT (
In reconceptualizing the fabula as a tool situated in the direct encounter
BETWEEN ILM AND SPECTATOR WE MUST ALSO NECESSARIL
mental, and cognitive activities of cinematic spectatorship as being embodied.
4HE TERM EMBODIED NOT ONLY REFERS TO A ILM THEORE
the cinematic spectator, but also to studies that more broadly have argued for
the centrality of corporal processes in relation to questions of consciousness,
THINKING COGNITION AND THE MIND E G 'ALLAGHER
Varela, Thompson, and Rosch 1992). Memento provides a perfect illustration of
embodied cognition because it relies heavily on how spectators perform ordinary
cognitive tasks (e.g. problem-solving, temporal re-integration, logical inferences)
to organize the narrative continuum in terms of causal-linearity (Ghislotti 2009),
but demonstrates that these activities do not ensure an analytically-detached
mode of spectatorship driven solely by cognitive evaluations, interpretations,
and computations. Instead, such enterprises must be considered as mutually
constitutive with more direct, embodied — sensory-motor, corporal, affective, and
emotional — modes of appreciating the cinematic universe.
The term embodied thus points towards a renewed conception of narrative
comprehension not constituted in the idea that we relate to the cinematic world
and the characters inhabiting it primarily through “mind-reading” or mental
simulation. ** Although such may play an important part in how cinematic

14 )T IS BEYOND THE SCOPE OF THIS ARTICLE TO PRESENT A MORE COM
nature of the cognitions, emotions, and affects that emanate from engaging with  Memento’s
NARRATIVE &OR A MORE DETAILED ACCOUNT OF THE COGNITIVE WORK
CAUSES TO EPISODIC MEMORY CF 'HISLOTTI FOR AN ANALYSIS O
BY THE ILM CF 2ENNER AND FOR AN APPROACH THAT DEALS WITE
Bianco (2004).

15 Here “mind-reading” refers to theories within psychology and philosophy attempting to explain
how we can understand and predict the mental and emotional states, the goals, motifs, and
mood of others. According to what has become known as theory theory, we are capable of this
due to “our theories of folk psychology, which are made up of a set of law-like generalizations
that connect various mental states with other mental states, with external circumstances, and
with overt behaviour” (Coplan 2009, 104). A competing view is the simulation theory according
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worlds are experienced, they must be seen as merely components of a more
encompassing process in which the spectators embody the cinematic space-time.
Although Memento engages us with quite an amount of analytical backwards
reasoning, it ultimately evidences how the cinematic experience “is meaningful
not to the side of our bodies but because of our bodies ” (emphasis in original,
Sobchack 2004, 60).

To capture this process, | use the fabula-term because it more than the
OTHER COMPETING TERMS SUCH AS THE STORY ICTION
constructivist nature of narrative comprehension. At the same time, however, |
maintain that the fabula in its Bordwellian conception is used primarily to refer
to a cognitive-analytical and detached conception of the “story” as something that
can be theoretically isolated from the viewers’ emotional and affective responses.
Consequently, the fabula term is often reserved to what | have referred to as the
analytical fabula. While not denying the usefulness of this term, the embodied
fabula serves as a reminder that narration is a dynamic process growing out of
our bodily experiences as we engage with the cinematic material. Even when
we are engaged in an analytical linearization of the story to achieve a sense of
spatio-temporal and causal-linear orientation within the narrative universe, our
mode remains embodied insofar as the body shapes higher-level cognitions (cf.
Gallagher 2005). The analytical mode of narrative comprehension that dominates
cognitive-formalism is thus not eradicated, but rather subsumed into a more
encompassing embodied approach to narrative comprehension. 16

to which “we attempt to determine what others think, feel, and desire by simulating their
mental states, that is, attempting to adopt their perspective, using our own mind to model theirs
under certain conditions” (Coplan 2009, 104). Yet, | believe ‘simulation’ occurs not only on
the higher-level of cognitive processing, but also more directly on the immediate, intuitive,
preconscious, and corporal-affective level. This is the core argument of embodied simulation
THEORY DEVELOPED BY 6ITTORIO 'ALLESE JN APPLYING TH|
Gallese and Guerra argue: “we map the actions of others onto our own motor representations,
as well as others’ emotions and sensations onto our own viscero-motor and sensory-motor
representations” (2012, 206). In her latest article, Patricia Pisters (2014) argues convincingly for
the possibility of uniting mind-reading models with embodied simulation theory for a richer
understanding of how cinema generates empathy.

16  Althoughthe embodied reconceptualization ofthe  fabula is a move away from —to use Bordwell’s
own words — the “too-sapient viewer” (2011) of  Narration in the Fiction Film  (1985), his now
classical narratological study nevertheless offers an advanced description of the core operations
of a particular analytical attitude to cinematic narration. Defending himself against an overall
disinterest in the emotional aspects of cinema, Bordwell claims that this is not problematic as
long as we acknowledge that his theory is concerned with “only one aspect of our experience of
narrative” (2007, 9).
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Resituating the Fabula in the Cinematic Experience

JN SIMULTANEOUSLY ACTIVATING AND DISRUPTING THE AUT
ACCORDING TO WHICH WE HABITUALLY CONSTRUCT OUR E
causal-linear terms, Memento makes us sensitive towards temporal layers that

otherwise remain imperceptible. In relation to this, it has been argued that the

| L Mcan be seen as a meta-time travel story insofar as it is “not one told by cinema,

BUT ONE ENACTED BY THE ILM VIEWING EXPERIENCEvV "AG
its story about memory loss back on its viewers, Memento allows us to become

cognitively, emotionally, and affectively immersed in its narrative world.

The embodied fabula REUNITES THE COGNITIVE REmMEXIVE WITH T
DIMENSIONS OF THE ILM EXPERIENCE AND AS SUCH EXI
NEITHER TO THE CINEMATIC SP Be&Ba Tndat, the 8nido@ed HE LM
fabula designates a cinematic realm in which it no longer makes sense to obtain
A STRICT SEPARATION BETWEEN THESE 4HIS IDEA RESONA
philosophical coupling of the brain and the screen. In a famous passage, Deleuze
explicates: “The brain is unity. The brain is the screen. [...] The circuits and
linkages of the brain don’t preexist the stimuli, corpuscles, and particles [grains]

THAT TRACE THEM #INEMA ISN T THEATER RATHER IT MA
LINKAGES ARE OFTEN PARADOXICAL AND ON ALL SIDES OV
images. Cinema, precisely because it puts the image in motion, or rather endows

the image with self-motion [auto-mouvement], never stops tracing the circuits of

the brain. Cinema not only puts movement in the image, it also puts movement

in the mind. Spiritual life is the movement of the mind. One naturally goes from

philosophy to cinema, but also from cinema to philosophy” (2000, 366).

In evoking this notoriously ambiguous and highly debated coupling of the
brain and the screen, my claim is that the embodied fabula arises from a realm in
which these two remain to be differentiated. This means that the affects, emotions,
and cognitions pertaining to the cinematic experience can be discerned but not
meaningfully isolated from one another and from the audiovisual cinematic input
(“the brain is unity,” “the brain is the screen”). Rather than departing from a
mode of operation based on isolation and disjunction, the embodied  fabula turns
to cinematic assemblages based on a recognition of the mutual interdependency
and co-constitution of entities traditionally separated in the cognitive-formalist
fabua, SUCH AS THE SPECTATOR AND THE ILM LINEARITY A
cognitive and the affective. 7

17 4HIS COULD POSSIBLY ALSO RELATE TO THEORIES REDEINING CINEMN
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In relation to this, two concepts — the cinesthetic subject as developed by Vivian

Sobchack (2004) and the surrogate body or Leihkérper OF #HRISTIANE 60SS

2014b)* — might be useful in resituating the notion of embodied  fabula in the actual
cinematic experience. For Sobchack and Voss, it is not enough to conceptualize

THE SPECTATOR AS AN EMBODIED BEING THE ILM EXPER

of producing its own corporality. Following Sobchack, the cinesthetic subject is
“constituted at the movies as ambiguously located both ‘here’ off-screen and ‘there’
onscreen” (2004, 72). In this fashion, cinematic spectatorship arises synesthetically
and coenaesthetically, i.e. in and through the whole sensory-mechanisms of the
body.?® Sobchack’s Merleau-Ponty-inspired phenomenological approach to the
cinematic experience is, however, not interested in questions about narration but
rather investigates the “primary structures, founded in existence and constitutive

of conscious experience” (Sobchack 1992, 8).

Where Sobchack thus opposes the phenomenal experience with the semantic-
COGNITIVE OPERATIONS INVOLVED IN NARRATIVE
philosopher Christiane Voss maintains that illusions (and hence narrative
universes) in cinema should be understood in terms of how they emerge from a
sensory-affective resonance with the audiovisual stream of images. Drawing upon
John Dewey’s philosophy of aesthetics, Voss regards the aesthetics of cinema as
“an irreducible and simultaneously reciprocally dynamic relation of aesthetic
presentation and reception” (2011, 138). Voss maintains that cinematic narratives
cannot be reduced to a brute cognitive apprehension of a cinematic “text” but arise
instead from a “loan body” given to us in the direct cinematic encounter: “My
thesis is that it is only the spectator’s body, in its mental and sensorial-affective
resonance with the events onscreen, which [...] ‘loans’ a three-dimensional body
TO THE SCREEN AND THUS mIPS THE SECOND DIMEN
third dimension of the sensing body. The spectator thus becomes a temporary
‘surrogate body’ for the screen, and this body is, for its part, a constituent feature

CON

SION

OF THE ILMIC ARCHITECTUREV 60SS SEE ALSO

theories, agency is distributed not only to the spectator, who organizes the narrative, but also to
the image in its capability of affecting and moving CF 3IEREK %NGELL

18 The term surrogate body is the suggestion made by Inga Pollmann to translate the German noun
Leihkorper , which literally brings together the words “loan” and “body” (cf. Voss 2011).

19 As Sobchack explains, besides the word cinema, the term cinesthetic draws on synaesthesia
and coenaesthesia. In common usage, synaesthesia refers “not only to an involuntary transfer of
feeling among the senses but also to the volitional use of metaphors in which terms relating to
one kind of sense impression are used to describe a sense impression of other kinds” (2004, 68).
Coenaesthesia designates “the potential and perception of one’s whole sensorial being” (2004,
68).

60SS
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The main advantage of Voss'’s concept of the Leihkorper is that it carves out
the connection between levels of description based in the primary structures of
Sobchack and those that are based in cognitive-semantics and thus associated
with plot, composition, characters, focalization, etc. Removing the  fabula from its
origin in the cinematic “text” and situating it instead in the cinematic Leihkorper
makes it possible to emphasize both its cognitive-symbolic and corporal-affective
dimensions without reducing the  fabula to either the formal and stylistic features
O F T H Eorltio khe cognitive and affective processes of the brain-body. 2°

Memento allows us to experience cinematic narration as a process which does
involve attempts to construct spatio-temporal and causal-linear coherency, yet
not in the cognitively-analytically detached fashion automatically assumed by
the analytical fabula of cognitive-formalism. Memento’s narrative design calls
FOR A CONCEPTUAL TOOL CAPABLE OF BRINGING FORTH
provokes in the affect-emotion-cognition circuitry of the cinematic Leihkorper .
The embodied fabula allows us to conceptualize the formation of cinematic
narration as an amalgamation of the recursive interplay of several modes that
are all integral to narrative comprehension. As | have argued in relation to
Memento, these include corporal-affectivity (the dizzying temporal sensation,
THE SENSE OF MEMORY LOSS AND THE LOSS OF NARRATI\
landscape, atmosphere, or mood, and the invocation of a particular mode of
temporal reorganization connected with narration more broadly.  Inincorporating
the cognitive-symbolic and analytical fabula into an embodied framework that
shifts the focus to assemblages of cognitions, emotions, and affects rather than

perceiving such according to an analytical principle of disjunction, | hope to
have hinted at how the embodied fabula could be a useful conceptual tool for
understanding the multimodality behind the narrative powers of Memento,

which continues to intrigue cineastes and academics alike.

20 Although this article has focused on the concept of fabula, it is necessary not to forget its
counterpart: the SY U ZKukderstood as the actual arrangement of the visible and audible
“events” of the narrative). It can be argued that the SY U Z I3 Equally misconstrued as the
cognitive-analytical “facts” that “cue” us into constructing the fabula, since our ability to detect
and designate such narrative “events” equally relies on our emotional-affective appreciation
of the incoming stimuli. As Patrick Colm Hogan has argued: “Our isolation of something as
an event and our attribution of a cause to that event are both crucially a function of emotional
response, even if other systems are involved as well” (2012, 16).
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Conclusion

In reference to the complex dramaturgical architecture of Memento, | have proposed

a reconceptualization of the cognitive-formalist concept of the  fabula . Rather than

being merely a perplexing cognitive puzzle, this article suggests that Memento’s

success should be found in how it embeds us into its themes of amnesia and identity

loss. The main task in this relation has been to integrate the corporal and affective

aspects of spectatorship as constitutive elements of the fabula rather than mere

effects of our cognitive-inferential appropriation of the narrative. To circumvent

the problematic disassociation of perception, action, cognition, emotion, and affect

associated with the classical sandwich model of narrative comprehension, | have

relocated the fabula IN A REALM IRREDUCIBLE TO THE SPECTAT!
inevitably bound up on both. This | have done in reference to the concepts of the

cinesthetic subject (Sobchack) and the Leihkorper (Voss) with the particular aim

of reconnecting the initial, phenomenological, and embodied experience with the

higher-level cognitive-symbolic operations that | maintain are both vital ingredients

for the emergence of narration. Although the scope of this article merely touches

upon the outlines of this narratological tool, | hope to have made clear how the

embodied fabula may contribute to draw our theoretical understanding of cinematic

narration closer to the actual experiences we have in the cinema. Only from such

A STANDPOINT CAN WE FULLY A PNdmEnl redliFe tHexihverhbtd S LIKE
potential to enfold viewers into an audiovisual stream of complex temporalities,
NARRATIVE RHYTHMS SENSATIONAL mOWS AND MULTIPL
that demand to be understood in genuinely embodied terms.
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Abstract . The description and interpretation of the visual composition

OF A ILM IS CRUCIAL IN UNDERSTANDING THE EFFECTS OF
THEIR SPECIIC ROLE IN THE CONTEMPORARY CONTEXT OF
phenomenological approach, based on the precise depiction of the lived

perceptual experience and its integration in the process of interpretation,

offers a powerful tool for critical analysis. Although this theoretical

framework opens up many different approaches, in this paper | will focus on

Merleau-Ponty’s phenomenological account of perception and on the viewer

experience described by Vivian Sobchack with the self-contradictory term

hA ILM S BODY v IFTER STUDYING THIS CONCEPT AND ITS RO
used by Sobchack, based ontheterm DOUBLE SIDED AND ISSURED EXPERII
the paper offers an alternative approach which, compared to the earlier

ones, seems to be more fruitful in understanding the act of vision and the

embodied viewer experience constructed by a moving picture. The last part

of the paper demonstrates, through the example of Paul Thomas Anderson’s

The Master (2012), how crucial the embodied viewer experience can be in

the understanding of moving images. The analysis of the visual system of

THIS ILM WILL SHOW HOW THE MAIN PROBLd&dte®dF THE WHOLE
re-presented in the visually triggered bodily experience of the viewer.

Keywords: PHENOMENOLOGY PERCEPTION ILM S BODY OAUL 4HO
The Master.

h4HE IRST CAPITAL EVENTIN THE HISTORY OF ILMIC REPRE
the recognition of the narrative potential of the image, by way of its assimilation
to a gaze” —argues Jacques Aumont, making it clear that it would be impossible to
disregard the problem of the gaze in any description and analysis of the cinematic
experience (1989, 2). One cannot emphasize enough how crucial it is that,
opposed to still images, in cinema, all that appears on screen is considered as
being seen from somewhere or by someone, and it is always linked to a “source”
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BY THE VIEWER 4HIS IS THE REASON MANY ILM THEORIS
narrative, and symbolic function of the cinematic gaze. What phenomenology

CAN ADD TO THE ANALYSIS IS A FOCUS ON A SPECIIC ASP
it is an embodied gaze. If we are to consider the cinematic image as being linked

to a certain bodily presence, we have to understand its consequences for the

process of meaning generation, where we will have to deal with the description

and understanding of non-visual experiences. Before moving on to the analysis of

OAUL 4HOMAS INDERSON S ILM ) WILL GIVE A BRIEF OVE!
APPROACHES IN ILM PHENOMENOLOGY AND POINT OUT T
create a useful framework for the analysis of moving pictures.

All phenomenological approaches and analyses are linked to perception, they
ARE OFTEN DEALT TOGETHER WITHIN ILM THEORY WITH (
analyses.! However, there is an important difference between these theories. It
is true that phenomenology is linked to perception, but its main goal is not to
UNDERSTAND PERCEPTION IN ITSELF BUT TO UNDERSTAN
while cognitive sciences are mostly trying to understand how we perceive
and understand the world that surrounds us. As Jennifer M. Barker puts it:
“Phenomenological description seeks to identify the underlying structures of the
phenomenon at hand by studying its intimate entailment with the intentional act
of perception to which the phenomenon is present” (2009, 11).

Although he has written almost nothing on cinema itself 2, nearly all
PHENOMENOLOGICAL ILM THEORIES ARE BASED ON
groundbreaking work, his most often cited lecture, The Film and the New
Psychology (1966). An impressive part of his phenomenology is grounded on the
critique of the Cartesian view of the world. Merleau-Ponty’s phenomenological
theory of perception is based on the belief that the division between mind and
body is a false one, and thus perception and understanding, bodily apprehension
and comprehension are part of one and the same process, they happen
simultaneously. As he expresses in L'Oeuil et |’esprit (Merleau-Ponty 1964b),
body is nothing else but the entailment of vision and movement, because the
moving human body is part of the visible world. This means that my perception,

1 Phenomenology is often considered as one of the so-called reception or interpretation theories,
AND THUS IT IS OFTEN DEALT TOGETHER WITH COGNITIVE THEORIE
SIMILARITIES BETWEEN DIFFERENT TYPES OF ILM THEORETICAL DIS
Bacon argues that the combination of Merleau-Ponty ’s phenomenology and the hermeneutics of
Ricoeur “can furnish us with conceptual tools for appropriating the discoveries and insights of
COGNITIVISM ECOLOGICAL ILM THEORY NEOFORMALISM HISTORIC/
&OCUSING OPENLY ON CINEMA WE ONLY INDrIhel Fsm Rl thé NeE CTURE
Psychology (1966).
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my visual recording system is not outside the world it sees but constitutes an
organic part of it. And thus, according to Merleau-Ponty, seeing is not an act of
thinking, because “immersed in the visible by his body, itself visible, the see-er
DOES NOT APPROPRIATE WHAT HE SEES HE MERELY APPRC
onto the world” (Merleau-Ponty 1993, 124).
At the heart of Merleau-Ponty’s theory on perception is the idea that “my
body simultaneously sees and is seen,” so my body is in every sense part of
the world, of the things it observes. And thus, the act of seeing originates from
the world, the medium of things. This is what phenomenology calls chiasm, or
chiastic structure: the one who perceives is in the very same moment perceivable,
exposed to the perception of the world he observes. Merleau-Ponty’s concept of
chiasm describes a perception which implies a strong connection between seeing
and that which is seen. In this respect, seeing is similar to touching, where there
is a relation between the act of touching, the movement of one’s hand, and the
touched surface. The description of the left hand touching the right hand, the
experience of touching and being touched, of being simultaneously the subject
and the object of experience is central to his theory of perception. Chiasm is about
the interconnected nature of the seeing subject and the seen object. And this
results in a primordial subjectivity: we simply cannot transcend our embodied,
material, and irreducible relation with the world (cf. Merleau-Ponty 2002 and
Merleau-Ponty 1964a).
Transposing Merleau-Ponty’s phenomenology into the realm of moving
pictures, Vivian Sobchack argues that the main novelty in cinema is that it is
able to reproduce this everyday experience: we are seeing and being seen at the
same time. As she explains it, “the moving picture not only visibly represents
moving objects but also — and simultaneously — presents the very movement of
vision itself” 30BCHACK A (ENCE FOR THE IRST TIME
visual representation, cinema has provided “objective insight into the subjective
structure of vision and thus into oneself and others as always  both viewing subjects
and visible objects " (my emphasis, Sobchack 2004a, 149). So, in Sobchack’s view,
ILM EXPRESSES PERCEPTION h40 EXIST IN A LIVED BODY |
THE ILM IS ESSENTIALLY PERCEPTION AND EXPRESSION |
4HIS ALSO MEANS THAT BOTH ILM AND VIEWER MIGHT ENGA
SHOULD THEREFORE ACKNOWLEDGE THAT ILMMAKERS NOT
VISUAL COMPOSITIONS BUT AT THE SAME TIME THEY ALS(
seeing, an act of vision, an act of perception through the moving image. It will
be demonstrated further on, through the analysis of The Master, that the main
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INGREDIENT OF OAUL 4HOMAS 'INDERSON S DIRECTING IS
way of perception, of an embodied act of seeing.

The term embodied act of seeing makes it necessary to take into consideration
OTHER SENSES THAN VISION n WHICH IS IN FACT ONE
PHENOMENOLOGY CF "ARKER -ARKS 3OBCHA
considered an audiovisual medium, how is it possible that it is capable to trigger,
or evoke (the difference between the two is a matter of discussion in itself) other
sensations, such as touch, smell or taste? One side of the problem is connected
to the acceptance or denial of the primacy of vision. Are haptic sensations really
taking place (as Sobchack suggests, 2004c), or do we just imagine them due to our
visual experience? This is an important question because if we want to analyse
ILMS THROUGH PERCEPTION WE MUST BE ABLE TO SAY
REALLY TAKING PLACE .OT BEING ENTITLED TO MAKE IN
would go with Merleau-Ponty, who stated that even what is behind our back, even
“the gramophone playing in the next room [...] STILL COUNTS IN MY VIS
(Merleau-Ponty 2002, 323). Another side of the issue is related to the actual place
of this embodiment: does it take place “here,” or rather “there” (in the diegetic
world of the movie)? Before elaborating further on these questions, several terms
AND DISCUSSIONS OF ILM PHENOMENOLOGY HAVE TO BE

When moving to a phenomenological approach of the cinematic experience,
as Jennifer M. Barker puts it, the analyst “focuses neither solely on the formal
OR NARRATIVE FEATURES OF THE ILM ITSELF NOR SOl
IDENTIICATION WITH THE CHARACTERS OR COGNITIVE INT
PHENOMENOLOGICAL ILM ANALYSIS APPROACHES THE IL
together, correlationally, along an axis that would itself constitute the object of
study” (Barker 2009, 18).

)T IS AT THIS POINT THAT THE RELATIONSHIP BETWEEN
AND THE ILM S BODY COMES IN )N HER The MdFressMi@Gid S BO O
Eye SOBCHACK 6IVIAN 3SOBCHACK CREATED THE NOTIO
is used to describe the embodied nature of the cinematic experience. We can talk
ABOUT THE ILM S BODY BECAUSE n AS ARGUED BEFORE n
“we see its own process of perception and expression unfolding in space and time”

"ARKER 4HE MAIN ISSUE HERE IS RELATED TO THE
always the re-presentation of the act of seeing an Other. So, the viewer not only sees

A WORLD SHOWN BY THE ILM BUT HE SHE OBSERVES A W
WHY ILM IS CONCEIVED OF AS A SEEING SUBJECT 30OBCH/
the cinematic gaze is not a transcendental eye, but rather an enworlded act of seeing
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that is capable of understanding materiality. “A phenomenological description of
the act of viewing inevitably leads to an  embodied viewer — not visible in the act or
its productions but generative of the act and its existentially directed and diacritical
structure” (Sobchack 1992, 135, my emphasis). If there is an invisible, embodied
observer who generates the act of seeing itself, then — according to Sobchack —
WE HAVE TO SPEAK OF THE ILM S BODY 4HEREFORE 30BCt
THAN PURE VISION ITS EXISTENCE IMPLIES A CERTAIN KIN
physical presence of the camera at the scene of the cinematography yet not the
SAME AS THE CAMERA THE ILM S @BODY NEEDS NOT BE VI
are not visible in our vision as it accomplishes its visual grasp of things other than
ITSELFVv 30OBCHACK 4HE PERCEPTUAL ENGAGEMENT
IS ENABLED BY AN EYE THAT DOES NOT BELONG SOLELY TC
OR TO THE SPECTATOR SO hvsibEe vidud réaXiors TiRtwe&h dnH E
embodied eye and a sensible world” (Sobchack 1992, 203). It is neither the camera
NOR THE PROJECTOR NEITHER THE ILMMAKER NOR THE SP
the perceiving act and the intentional object — this relation, this mediating entity
IS DESCRIBED BY 3OBCHACK WITH THE TERM THE ILM S BO
CLEAR THAT WHILE WATCHING A ILM WE EXPERIENCE FROM
important to note that this still does not appear to us as our own vision. “Even as |
perceive it as lived from within vision, it does not emerge as my own lived vision
because | am seeing it as visible from without” (Sobchack 1992, 138-139).

4HERE ARE MANY DEBATES WITHIN ILM THEORY ABOUT TI
CINEMA )S IT THE ILM S VISION /R DOES IT BELONG TO T
the author's? While he cannot be considered a phenomenologist, in his essay
Moving Pictures, Arthus Danto grasps this problem from the perspective of
CAMERA MOVEMENT h) THINK IN A WAY THE KINETIICATIO
WAY TOWARD EXPLAINING THE INTERNAL IMPACT ILMS MA
to overcome, at least in principle, the distance between spectator and scene,
trusting us like movable ghosts into scenes which a-kinetic photography locates
us outside of, like disembodied cartesian spectators” (Danto 1979, 19). In his view
IT IS US THE VIEWERS WHO ARE THROWN IN THE WORLD
is only a ghostly one. This is a very important idea because it very precisely
SHOWS THIS UNCERTAIN DOUBLE SIDED AND ISSURED PRE
ILM EXPERIENCE &ILM IS NEITHER THE VIEWER S GAZE B!
visual and motoric freedom that we would enjoy if we really were in the space
SHOWN BY THE CAMERA NOR IS IT THE AUTHOR S GAZE B!
image from a much larger “reality.”
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Analysing Kiarostami’s cinema, Jean-Luc Nancy argues that it is the director’s
gaze that appears on screen? and it is important to observe the way he describes
the viewer’s relation to the moving image: “It is not about passivity, even less
ABOUT CAPTIVITY IT IS ABOUT ADAPTING ACCORDING ;¢
order to watch when it comes to us. Our gaze is not captive, and if captivated, it
is because it is requested, mobilized” (Nancy 2001, 17, translation mine).

ILL THESE DESCRIPTIONS REFER TO A ISSURED AND DO
BOTH IDENTIICATION AND OTHERNESS HAVE THEIR PLACE
THINK THAT A CONCEPT SUCH AS THE ILM S BODY IS NEE
understandable, and it especially does not help the understanding, analysis and
INTERPRETATION OF ACTUAL ILMS n WHICH IS THE GOAL Ol
)JF WE TALK OF THE ILM S BODY WE WILL SOON FACE THE
OF THIS BODY !S WE ARE NOT ABLE TO SEE THE ILM S B
the visibility of the seeing subject, which — even according to Sobchack — is the
most important element of the cinematic experience, is missing from this approach.
7ITHIN THE ILM ONE IS CAPABLE OF EXPERIENCING THE \
YET THIS IS TRUE NOT FOR THE IMMATERIAL BODY OF THE
VISIBLE ON SCREEN SINCE IDENTIICATION TAKES PLACE
viewers. So, when | experience the visibility of the seeing subject as being mine, it
IS OFTEN THE VISIBILITY OF THE VISION OF A CHARACTEF
OF THE ILM ITSELF 4HE MAIN PROBLEM IS THAT WEIRD E
AND OUTSIDE IT AT THE SAME TIME h7ATCHINGTAHUMM WE
but we are not entirely outside it, either. We exist and move and feel in that space
of contact where our surfaces mingle and our musculatures entangle. [...] This
SENSE OF mESHY MUSCULAR VISCERAL CONTACT SERIOU
OPPOSITION BETWEEN VIEWER AND ILMv "ARKER n
for Merleau-Ponty, all perception is embodied perception, it seems to me that the
CONCEPT OF THE ILM S BODY IS AN UNNECESSARY THEO|
best those who try to undermine the credibility of phenomenology by pointing out
its (supposedly) fuzzy, unclear, poetic notions. In my view, what we are dealing
with here is an experience of ISSURED D O U B L EIn®tHerErBriNg: &@tisough a
process of perception clearly goes on, an act of seeing and hearing takes place in the
ILM AND IS PERCEIVED BY THE VIEWER WE DO NOT NECE!
ILM )F n AS TRUE PHENOMENOLOGISTS n WE TRY TO UNDE

3 In my view, in Kiarostami 's cinema it is essential that we are not dealing with a modernist self-
REmMEXIVE ATTITUDE WHICH EMPHASIZES ITS OWN CONSTRUCTED N/
anchors every gaze in the represented reality, thus making us aware of the constructed nature of
reality itself.



6ISUAL #OMPOSITION OF "ODILY ORESENCE ! AHENOMEN

and not the process of perception, if we are aiming for a phenomenological theory
OF ILM ANALYBHE REHIENNO NEED FOR THE COMPLICATED CON
Let me examine this problem from another angle. Merleau-Ponty’s
phenomenology not only posits that the division of mind and body is a false one —
as | presented earlier —, but also questions the boundary between body and world,
between the subject and object of perception. The reversibility or chiastic nature of
perception is central to his theory, as he argues that the common materiality shared
BY US AND THE WORLD THE COMMON MATERIALITY OF OUR
WORLD IS WHICH MAKES PERCEPTION POSSIBLE IN THE IRS
TO CINEMA WE CAN SAY THAT THE WHOLE ISSUE OF THE IL
BODILY PRESENCE OF THE VIEWER IN THE WORLD OF THE IL
subject and object, to the relationship of the viewer's own body and the external
world. Vivian Sobchack uses the emotions of passion and suffering to elaborate on
this idea (Sobchack 2004b). She writes that, on the one hand, suffering “enhances
the awareness of oneself as asubjective object: a material being that is nonetheless
capable of feeling what it is to be treated only as an object” (Sobchack 2004b, 288).
When tortured or being forced to suffer a non-intentional wordly phenomenon, in
fact, we suffer a diminution of our subjectivity, thus we experience what it is like
TO BE A MATERIAL OBJECT 7E CAN IND AN EXhHeRVafeRDINARY
in the scene where Freddie is “forced” to walk up and down in a room, hitting the
WALL WITH HIS ALMOST OBJECTIIED BODY n IN ORDER TO B
understanding of Lancaster’s ideas. On the other hand, the passion of devotion,
and especially sexual passion, is a devotion to the carnal possession of another,
A SELF DISPLACEMENT IN THE mESH OF THE WORLD "ASED
“it is this sense of passion that provides the material foundations of our aesthetic
BEHAVIOUR TOWARD THE WORLD AND OTHERSv 30BCHACK
concludes: “I would suggest that it is only through the intimate [...] subjective
recognition of ourselves as material objects that we can share in the full being of the
WORLD AND ;x= FEEL NOT MERE Ilfor tihe rgateifidt heCis Alwaj’sA S STO N
other than ourselves) but feel also the existential passion of the material (that is
always also ourselves)” (Sobchack 2004b, 296).
4HE NOTION OF THE ILM S BODY IN FACT THEORIZES THISE
EXPERIENCE THAT WE HAVE WHILE WATCHING A ILM WHEN
INSIDE IT AT THE SAME TIME 2EALLY REMARKABLE ILMMA
construction of the “presence-absence,” of this invisible bodily experience a
central problem of their art, and are also capable of grounding the main topic of
THEIR ILM IN THAT SPECIIC VIEWER EXPERIENCE WHICH THI
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This is the way in which a phenomenological approach can be channelled in a
critically productive manner into the analysis of moving pictures.

At this point, | would like to return to the problem of the place of embodiment.
If we accept Merleau-Ponty’s assumption on the dissolution of the boundary
between the subject and object of perception, then we have to say that the whole
problem is irrelevant, as the subject and the object of perception are both part
OF THE SAME WORLD BE THAT PARTIALLY THE DIEGETIC
with a character — another issue often brought up in these discussions — is only
psychological, not perceptual: the perceptual experience always belongs to the
VIEWER 4HIS JUSTIIES THE IDEA OF A ISSURED EXPERIE
example of The Master, a non-visual bodily sensation can occur independently
of any of the characters of the movie (as it will be presented later).

7THEN ) USE PHENOMENOLOGY IN MY APPROACH TO ILM
scholars, | do not intend to create a comprehensive phenomenological theory
OF THE ILMIC REPRESENTATION $UE TO MY TEACHING
A ILM CRITIC ) AM MUCH MORE INTERESTED IN INDING
HELP TO UNDERSTAND ILMS BASED ON THE CINEMATIC
PHENOMENOLOGICAL THEORY OF ILM ANALYSIS COULD +
only through their symbolic value, narrative strategy, genre references, or visual
style, but through the embodied viewer experience that they enable by the fact
that they are viewed as an expression of perception. When scholars speak of a
phenomenological approach to cinema, the main idea is that they do not consider
THE ILM AS TEXT IMAGE OR DISCOURSE BUT RATHER
experience. This is why, | try to develop a methodology that can be successfully
used in the critical approach of moving pictures.

One way to do this would be to follow the scholars whose phenomenological
analysis is concerned with the immense possibilities offered by the sensual
APPROACH TO PERCEPTION A PHENOMENOLOGICAL U?
reception that is not limited anymore within the boundaries of visuality. In her
book The Tactile Eye , Jennifer M. Barker stresses that “exploring cinema’s tactility
thus opens up the possibility of cinema as an intimate experience and of our
relationship with cinema as a close connection, rather than as a distant experience
of observation, which the notion of cinema as a purely visual medium presumes”
(Barker 2009, 2). She also points out that by tactility she does not only understand
physical contact, but “a profound manner of being.” So, Barker extends the notion
of tactility beyond touch, to the experience of a bodily being-in-the-world. If
we are to accept Merleau-Ponty’s description of the chiastic structure of human
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experience, which is actually based on tactility, we can say that touch has a
SPECIAL SIGNIICANCE IN PERCEPTION AND IN OUR BODILY I
even more important here is that Barker moves the notion of body from the side
of the cinematic apparatus, where it has been placed by Sobchack, and deals with
it within the context of viewer experience. Beside Barker's book, we should also
refer here to several essays written by Sobchack (especially the paper entitled
THAT -Y &INGERS +NEW 4HE #INBSTIHORT I8 3 UA0&ICES HO R
Laura U. Marks’s book, The Skin of the Film (2000). Both works emphasize the
SIGNIICANCE OF THE NON VISUAL AND NON NARRATIVE SIDE
and try to interpret the artworks through the description of non-visual perception.

Although this approach might lead to very sensitive and almost poetic
interpretations, this is not the path | would follow. | consider that it is much more
productive to focus on the embodied viewer experience that actually takes place
during the screening of a moving picture. The reason | have chosen Paul Thomas
Anderson’s The Master (2012) is that it seems to me that through the composition
OF THE SHOTS AND CAMERA MOVEMENTS THIS ILM CONSCIC
CLOSELY RELATED TO THE SUBJECT OF THE ILM

Kent Jones notes in Film Comment : “Anderson is too interested in Hubbard
and Scientology to be content with merely condemning them” (Jones 2012) — this
IS ONE OF THE REASONS WHY WE SHOULD PAY FURTHER A
ABOUT 4HE PHENOMENOLOGICAL INSIGHT INTO THE ILM W
or shots that are most enlightening regarding the viewer experience constructed
BY THE ILMMAKER ) START MY ANALYSIS OF THE ILM WITH .
SIGNIICANCE WHICH APPEARS IN IMPORTANT MOMENTS AN
THE VERY IRST SHOT ;&IG = (ERE WE CAN OBSERVE FOR
sea that covers the whole screen, from the deck of a ship, whose unseen presence
is acknowledged by the fact that the propeller whirls the waves beneath us. It is
important that we are not facing forward, in the direction of the movement of the
SHIP BUT REARWARDS IN THE DIRECTION WHERE IT CAME
not (only) for its symbolic value, but due to the uncanny bodily experience it
creates in its viewer, an experience that is continuously reinforced by the visual
COMPOSITION OF THE ENTIRE ILM 4HE UNCANNY BODILY S
of a person going backwards, without being able to watch his/her steps, without
being able to see where he/she is heading. It is extremely important to note that
this view belongs to none of the characters, so it cannot be considered a POV
shot. Although it can be anchored to a certain moment of the plot, as it could have
BEEN TAKEN DURING &REDDIE S BOAT TRIP ON ,ANCASTER



120 Zsolt Gyenge

scene from where this shot could actually originate. This is why | consider this
shot as a key sequence destined to reinforce and, to a certain point, unveil the
REPRESENTATIONAL STRATEGY OF THE ILM

4HE SECOND MOMENT ) HAVE CHOSEN IS A MAGNIICE
could have been included in Kevin B. Lee’s remarkable video essay made for
Sight&Sound (Lee 2012a) as probably the most mature example of Anderson’s use
OF THIS DEVICE ;&IG = )N MY VIEW IT COULD ALSO BE A
has moved away from the spectacular use of these kinds of shots, seen in his
EARLIER ILMS TO A MORE CONDENSED APPLICATION N AT
in 4HERE 7ILL "RO00OZ)OTéshot | am referring to starts around 10 minutes
INTO THE ILM AND SHOWS THE MOMENT WHEN &REDDIE
a department store, observes his woman colleague wandering around and selling
a coat — or, to be more precise, she observes him. The most striking feature of this
beautifully choreographed and paced shot is the subtle and changing relationship
between the movement of the camera and the movement of the protagonist, the
amazing woman. In the beginning, one might think that the shot is taken from
Freddie’s point of view, but after a few seconds it becomes clear that the camera
moves around with great mobility, while he (most probably) remains still in his
small photo studio. The focal point of the shot is, in fact, the woman’s gaze, who,
while moving around the customers, glances back time and again at Freddie. What
makes all this uncanny is that we never get to see what she is looking at, and as
the minutes pass by, we feel more and more uncomfortable by this. The moment
when, towards the end of the shot, she walks toward the receding camera — besides
being symbolic — is full of visual and emotional tension, as we just do not get the
possibility to see what she is looking at, and what the reaction of Freddie is. It is
IMPORTANT TO NOTE THAT THE TENSION DOES NOT ORIGI
THE MAIN CHARACTER &REDDIE BUT FROM THE FACT TH
possibility to turn around — what our natural reaction would be in such situations.
It is exactly this almost physical constraint that creates a visually triggered bodily
presence for the viewer, who is obliged to consciously acknowledge his or her
embodied position within the viewing experience.

The next moment | would like to refer to is a short, 15-second shot, a receding
steadicam progress that shows the two main characters, Lancaster and Freddie,
leaving the rocks in the desert from where they have dug out the famous box [Fig.
3]. The shot is important for my argument mainly because it proves once again
that the visual strategy of not showing the direction where the characters are
LOOKING OR HEADING IS CENTRAL IN THE ENTIRE ILM 4H
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when we start to realize that there are no eyeline match cuts in ~ The Master — no
matter how intensely a character is focusing in a certain direction, we will never
get a shot showing us what he or she was looking at.

This visual decision becomes evident in the 4-minute-long scene towards
THE END OF THE ILM IT OCCURS AROUND HOUR AND
when Lancaster tries to make his followers live a certain kind of experience
when riding very fast with the motorbike towards a chosen orientation point
in the desert [Fig. 4]. This scene is crucial from the point of view of the visual
COMPOSITION OF THE ILM BECAUSE HERE WE CAN SEE HO
described strategy changes. It is exactly in the moment when Lancaster realizes
THAT &REDDIE MIGHT NOT COME BACK THAT WE GET TO SEI
THE ILM INALLY WE ARE ABLE TO LOOK IN THE DIRECTION
IND NOT ACCIDENTALLY THIS IS THE MOMENT WHEN &RE
FREEING HIMSELF FROM ,ANCASTER S INMUENCE

This embodied viewer experience created by Anderson is important for two
reasons. First, we are dealing here with a perceptual experience that is clearly not
LINKED TO ANY KIND OF IDENTIICATION WITH A CHARACTER
PRESENCE IN THE DIEGETIC WORLD OF THE ILM 4HIS IS /
CALLED IT A ISSURED DOUBLE SIDED EXPERIENCEe 4HE SE
Master we face a synaesthetic perceptual phenomenon, as characterized by
Merleau-Ponty, who says that “synaesthetic perception is the rule,” and thus it
is perfectly possible that we have haptic sensations through sight. “The senses
intercommunicate by opening on to the structure of the thing. [...] The form
of objects is not their geometrical shape: it stands in a certain relation to their
SPECIIC NATURE AND APPEALS TO ALL OUR OTHER SENSE
Ponty 2002, 266-267). This is why we actually perceive, and not only “imagine,”
this uncanny bodily feeling of the blind spot behind our back.

Finally, in my view, Anderson’s coherent visual strategy followed throughout
THE ILM IS OF EXTREMELY GREAT IMPORTANCE NOT SIMPI
SPECIIC EMBODIED VIEWER EXPERIENCE BUT ALSO BECAI
THE WHOLE TOPIC OF THE ILM ,ANCASTER $0ODD S MANIPU
the pattern of nostalgia, on the strategy that he turns his audience’s attention
towards their past: he talks of their childhood, of their past lives, or of things
that happened billions and trillions of years ago. So, while they are looking
backwards, he is able to take them where he wants. Now, this manipulation
SUFFERED BY THE CHARACTERS OF THE ILM IS TRANSLAT
THROUGH THE CONSTRUCTION OF A SPECIIC ACT OF VISION
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shots and the omission of eyeline match cuts, we are able to experience through
our bodily presence, in an embodied way, a similar experience to that endured
by Freddie and other followers of Lancaster. The immense value of this solution
is that it makes us bodily, physically “understand” the intellectual and emotional
experience of the main character.
This brief analysis was important to me not only as a possible interpretation of
THE ILM BUT ALSO BECAUSE ) HOPE THAT IT PROVES TH/
visually triggered, embodied act of vision, which is, in fact, created in a different
way by every moving picture, can actually aid the interpretation and analysis
OF ILMS ! PHENOMENOLOGICALLY GROUNDED FOCUS ON
become a useful critical tool.
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Abstract . Among the various connotations of intermediality one is

RELATED TO THE PERFORMATIVE ASPECT OF THE TERM IS 2
formulates: “Intermediality is seen, more often than not, as something

that actively ‘does,” ‘performs’ something, and not merely ‘is.” This

notion of intermediality implies a dynamic category within which media
CONSTELLATIONS ARE IN CONTINUOUS MOTION BEING RECON
the cinematic medium becoming a playground of media interactions. Andras

*ELES (UNGARIAN EXPERIMENTAL ILMMAKER FORMULATES
particular medium can best express its own mediality through the “foreign”

material of other arts and media. The medial consonances and dissonances

transform the cinematic medium into a liminal space where meaning as

event CAN TAKE SHAPE *E L BXrdlel Liks ESENKIDIdJE D1993)

is aimed at such event-like liminality in several respects: culturally, it turns

towards a burdened site of the still unprocessed past of the Hungarian

SOCIETY THEMATICALLY IT ADDRESSES THE TOPIC OF THE (
IT PROPOSES TO ARTISTICALLY RENDER THE UNREPRESENT/
the other arts, incorporating a set of literary, painterly and musical allusions

that contrast a culturally aestheticized view of the child in pain with the

ultimate, inescapable and incommensurable reality. *

Keywords: the real vs. the intermedial, intermediality as event, tropes of the
unrepresentable, archival footage, Andras Jeles.

&IGURING THE )NIGURABLE

4HE PRESENT ARTICLE ADDRESSES POSSIBLE WAYS IN WH
the interplay of different media within the cinematic medium. It investigates how

various media constellations can be caught, in Brigitte Peucker’s terms, in the act

OF hGESTURING TOWARD THE REAL v OF hIGURING THE REA|

1 This work was supported by a grant of the Romanian Ministry of National Education, CNCS —
UEFISCDI, project number PN-1I-ID-PCE-2012-4-0573.



128 Judit Pieldner

unrepresentable. My research deals with ways in which the crisis of representation

IS ADDRESSED BY PARTICULAR MOMENTS OF INTERMED
onto the real and assist “the movement between the representation and the real”

(Peucker 2007, 9). In the introduction to her book entitted ~ The Material Image. Art

and the Real in Film, Brigitte Peucker states: “It is only seemingly a paradox that

the real and its relation to representation are centrally at issue in the  trompe l'oeil

and tableau vivant MOMENTS THAT OCCUR IN ILM n IN THE VISU,
ILM PLAYS WITH REALITY !ESTHETIC PRACTICES SUCH A
staging the real in its relation to representation” (Peucker 2007, 1-2).

In mapping the rhetoric of intermedial cinema  in her book Cinema and
Intermediality. A Passion for the In-Between , among the various connotations
IMPLIED BY THE TERM INTERMEDIALITY @2GNES OETHP
performative aspect inherent in it: “Intermediality is seen, more often than not,
as something that actively ‘does,’ ‘performs’ something, and not merely ‘is”

(2011, 42). Thus, the notion of intermediality implies a dynamic category within

WHICH MEDIA CONSTELLATIONS ARE IN CONTINUOUS MOT
another, the cinematic medium becoming a playground of media interactions and

meaning emerging out of the tensions, collisions, on the boundaries, in-between.

JN RELATING INTERMEDIALITY TO THE DOMAIN OF THE IG
can serve as a premise: “the trace of the medium would become describable as
A IGURED PROCESS OR A CONIGURATION IN THE ILMv O0A
IGURATIONS OF INTERMEDIALITY THE hIGURED PERMEATFE
REAL AND THE IMAGE ) AM PARTICULARLY INTERESTED |
to the real experienced as trauma, and related to this, in the relation between
the discourses of trauma and the discourses of intermediality. As trauma is a
liminal experience of the real that particularly resists representation, and any
attempt at authentic representation is strewn with pitfalls, | examine the role of
MEDIA CONMUENCES AND DIFFERENCES IN RENDERING Tt
TERMS IN IGURING THE INIGURABLE )N EXAMINING THE K
representations of traumatic experiences, Christof Decker develops the argument
that “Mixed media often signal a lack of the visible and the knowable, yet by
CREATING HYBRID FORMS OF SIGNIICATION THEY CAN .
REmMEXIVE AND CREATIVE RESPONSES TO THIS FEELING OF
as a semiotic as well as technological process, may have two major implications:

IRSTLY IT EVOKES SOMETHING THAT IS NOT VISIBLE AND
it creates multi-layered, hybrid objects that are aesthetically complex and rich in
CONNOTATIONSvV S$ECKER JN A SIMILAR WAY INTERM
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TROPES OF THE UNREPRESENTABLE WITHIN THE TEXTURE C
ness of the threshold experience and providing the sensory-affective engagement
of the spectator.

Andras Jeles’s “Critical Cinema”

The main reason why Andras Jeles has remained mostly unknown in an
INTERNATIONAL CONTEXT MAY BE THAT HIS ILMS ARE TF
to the Hungarian socio-cultural context. He is situated at the periphery also

within Hungarian cinema, because he creates extremely bizarre and disquieting

parables of human existence in the not easily digestible language of cinematic
EXPERIMENTATION (E STARTED HIS CAREER WITHIN THE
WHEN EXPERIMENTAL ILMMAKING WAS A FORM OF CULTU
in the alternative/underground cultural movements and also a form of
representational resistance, strongly defying the conventions of mainstream

CINEMA (UNGARIAN EXPERIMENTAL ILMMAKING DOES NOT |
of cinematic expression, but it embraces a plethora of artistic endeavours that

HAVE MANIFESTED MOSTLY WITHIN THE CONINES OF THE "I
ARTISTS COMING FROM THE IELD OF THE OTHER ARTS ESF
their activity within the thriving workshop of the BBS, a strongly intermedial

spirit evolved in the Studio, in line with the medial expansion of the 1970s and

1980s. Most of the artists creating in the studio were transgressing the media
BOUNDARIES AND EXPLORING THE CONMATIONS AND TEN:
SUCH AS AMONG PAINTING PHOTOGRAPHY AND ILM $xRA
AND HAPPENING -IKLxS %RDILY A4AAMCS 3ZENTJxBY PAIN
ILM ,CSZLx FE,UGOSSY ILM AND VIDEO 'CBOR "xDY INE
+ESERR 'YULA OAUER ILM AND THEATRE !!NDRCS *ELES
PART OF *ELES S ARTISTIC CAREER HE CREATES A UNIQUE
from the institutional system of theatre, representing alterity even in the context

of alternative theatre. Two of Jeles’s theatrical performances were recorded onto

ILM WITHIN THE "TLA "A)&rat BvEhiD (BDamai események, 1985)

and The Empire of Smiles (A mosoly birodalma , 1987).

INDRCS *ELES DISCIPLE TOGETHER WITH "CBOR "xDY OF
(UNGARIAN NEO AVANT GARDE -IKLxS %RDILY WISHED TO
of the ideological sediments that restricted the possibilities of expression. The
cinematic discourse elaborated by him radically deviates from the classical mode of
narration in the Bordwellian sense, as well as from the representational templates
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OF BOTH DOCUMENTARY AND ICTION *ELES CONSIDERS ¢
DOCUMENTARY REALISM AND FEATURE ILM NARRATIVE IT
IRST PLACE CONSISTENTLY PLAYING OFF THE FORMS OF
EACH OTHER REACHING INTO FURTHER DECONSTRUCTIV
entitted ,ITTLE 6ALENTSNGA L E LI7ONwas already made in this spirit, in

WHICH THE DOCUMENTARY LIKE TONALITY IS MINGLED WI
WRITTEN OVER THE IMAGE SIGNALS THE INmMUENCE OF 'Ol
cinema. The adolescent protagonist is in search of his identity against the backdrop

OF S (UNGARY THE ILM EXAMINES THE RELATIONSHIP
society by aligning to neither alternative of representational modes. [Fig. 1.] Jeles’s

NEXT ILM THE HIGH LDfeanBBiyaHeR(SIbwBrigad , 1983), which was

banned, and presented to the public only after 1989, shifts the perspective from

the individual to a social group, that of the working class. [Fig. 2.] It is a parody

OF THE PROPAGANDA ILM OF THE S IN WHICH THE DE
ILM PENETRATES INTO ALiniseEn/deéns thiely® ddmpadsition and

structure, to the relationship of sound and image.

In the next year, Jeles made The Annunciation (!INGYALI RDVEBZ)L &T
screen adaptation of a Romanticist philosophical poem of Hungarian literature,

Imre Madach’s The Tragedy of Man, which constitutes yet another shift of
perspective, this time to the scale of universal human existence. In both, the
Dream Brigade and The Annunciation, Jeles employs non-professional actors.
The four adapted scenes of the Tragedy are acted by children, in this way The
Annunciation contrasts the tragic depths of existence with children’s innocent
naivety, resulting in a grotesque and revelatory quality of the moving image.
[Figs. 3—4.] For Jeles, the child actor is a kind of mask, carrying energies other
than adult actors, endowed with the capacity of expressing through concealing,

in a state of oblivion. Acting requires a mode of expression that is beyond the
CAPACITY OF PROFESSIONAL ADULT ACTORS WHETHER N
namely the child actor, who, through “its” genderless and unprofessional acting,

is capable of rendering the foreignness of existence (cf. Jeles 2006, 30).

The child’s perspective and the unprocessable trauma of the Holocaust are
CONTRASTED IN *ELPSa&l NeXTa.lk.™M. 7THY 7ASN T (E 4HER
(Senkifoldje , 1993), in which Jeles eschews the iconic images of the Holocaust
in favour of narrating the events prior to deportation through the diary of an
adolescent girl, along with the intermedial representation conjoining literature,
painting and music, as well as archival footage of the child in pain, the child facing
DEATH 4EN YEARS PASSE D JoddphldndHhisBrotieks Stekkes from
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a PeasantBible (*xZSEF 1S TESTVIREI n *ELENE T,R603 GMctPARASZT
counterpoints two stories of human exposedness told in different registers: the

biblical story of Joseph and his brothers narrated in form of a shadow play, as

well as a prostitute’s story recorded with an infrared camera, both techniques

leading out of the realm of cinematic familiarity. [Figs. 5-6.]

Jeles’s cinematic art deviates from generic standards and commercial uses.

Whether in the recurrent theme of (individual, ethnic, social or universal)
ALIENATION OR THROUGH THE TECHNIQUES AIMED AT CRE.
is particularly motivated by the urge to depict foreignness in a revelatory way,

BY CREATING DISCONCERTING INTERFACES THROUGH WHIC
He is attracted by themes and forms that resist representation, dips the cinematic

discourse into crisis and gropes its limits only to return from beyond the

boundaries of cinema, allowing meaning to take shape as event, mostly achieved

through the presence of the “otherness” of the other arts.

According to him, a particular medium can best express its own medial
character and display its own materiality by getting close to the foreign matter of
some other medium: “There seems to exist a peculiar tendency in art: to create
forms which bring to the surface the most profound and mysterious features of the
matter [...]. It is a shocking paradox: if the form makes visible its own material, if
the medium REVEALS ITS MOST SPECIIC QUALITIES THEN IT AL
its own possibilities and approaches a foreign territory, the language of another
medium” (Jeles 2006, 8, translation mine).

OAINTING GAINS SPECIAL SIGNIICANCE IN *ELES S ILMS
THE QUESTION WHAT ILM CAN LEARN FROM PAINTING LIES |
quality or painterly composition. What links the two media, according to Jeles, is
handling the material in such a way that it reveals what lies beyond the matter.

Jeles regards the moving image as a means to evoke the invisible: “It is not the
LIGHTING OR THE HANDLING OF CENTRAL PERSPECTIVE E
from painting — as sharply different conditions prevail in the two media in this

respect — but rather the painterly mentality, the incessant vigilance, the dread and

despair arising in front of the white surface, the tension between total naivety

and total professional readiness, the childish guidance of the work of the hand,

as well as the humble acceptance of the task that the visible image serves to evoke

the invisible — in other words, that painting is a sacred activity” (Jeles 2006, 24,

translation mine). The painterly allusion in the title of The Annunciation serves

AS THE INDICATION OF THIS SACRED DIMENSION AS AN UR(
looming through the surface of the visible, evoking “the aesthetic regime of the
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image” (Ranciére, 2006) and the metaphysical view of Romanticism — with the
express aim of deconstructing the metaphysical horizon of human thinking.

Literature, Painting, Music and Archival Footage:
Tropes of the Unrepresentable in Andras Jeles’s
Parallel Lives

Andras Jeles’s Parallel Lives, a. k. a. 7THY 7ASN T (E @GHEkiREje , 1993)

IS A FULL LENGTH FEATURE ILM ALSO CONTAINING ARC

individual and collective trauma of the Holocaust, which resists representation

and transforms the attempt of mediation, whether at the level of private memory

or that of artistic representation, into the crisis, the trauma of representation. In

her study Jewish Identities and Generational Perspectives , Catherine Portuges
SURVEYS THE SITE OF (UNGARIAN ILMS MADE AFT

(OLOCAUST AND DISCUSSES THE VARIETY OF REPRESE

documentary and experimental formats (historical frescoes, transgenerational

OR INTIMATE PERSONAL NARRATIVES mASHBACK REAL T

physically (re-)entering the places of memory, etc.). Jeles eschews the pitfalls of

grand narratives or direct mise en scene by creating a “beautiful, balanced and

simple” narrative (Balassa 1993) focusing on episodes of the life of a Hungarian

*EWISH FAMILY PRIOR TO DEPORTATION AS DOCUMENT!

thirteen-year-old girl. [Figs. 7-8.]

Whereas Claude Lanzmann's Shoah (1985) focuses on the Endlésung, Jeles
TURNS THE ATTENTION TOWARDS THE ANTECEDENTS 4H
disintegration of family and personality, of family members becoming foreigners
in their home. It follows how hysteria and compulsive neurosis creep up on
the family, in genre episodes presented through the focalization of the fallible
perspective of the child, through the perception of the diary which documents
TWO YEARS EVENTS FROM TO 4HE ILM FACES Tt
by an awareness of unrepresentability: the voice-over is that of the adolescent
girl, Eva Miinzer, who is also the protagonist of the story, a possible Hungarian
Anne Frank, but who conveys a deep sense of disintegration as what is going on
around her is beyond comprehension. From this perspective, it is the personal
episodes and objects, the birthday party, the deportation of the family of Eva’s
cousin, the red bicycle and its absent owner, the fate of Uncle Miinzer’s last coat,

THAT GET TO THE FORE ;&IGS n = 4HE LAST EPISODE
RAPED BY A GENDARME THEN THE DIARY STOPS THE ST
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Needless to mention the profound interconnectedness of child and cinema or
the role of children as the most vulnerable protagonists in various representations
of the Holocaust: Somewhere in Europe (6ALAHOL % U Rém@dARbdvanyi,

1947), Fateless (Sorstalansag, Lajos Koltai, 2005), Schindler's List (Steven
Spielberg, 1993) attest to the immediacy, intimacy and “aural richness” (Lebeau
THAT THE IGURE OF THE CHILD CONFERS ON THE I
IS THE IGURE THAT STANDS FOR hTHE CLAIMS OF THE M(
the spontaneity and immediacy of ‘life’ itself” (Lebeau 2008, 13). In Jeles’s
cinema, the child before the camera is situated in-between the anthropological
and the artistic sense of playing, simultaneously inside and outside, standing
for the artistic truth that “emerges into the unconcealedness of its being” in the
Heideggerian sense (Heidegger 2001, 35).

“I don't understand,” the restrained voice-over of the child repeats again and
again. In contrast, the camera does: the intruding, lurking, ubiquitous camera
performs the gaze of the power. Voice and image act as dissonant agents, playing
off one against the other. While Eva’s diary documents the endangered intimacy of
existence, the voyeur camera, lurking from beyond doors and curtains, infecting
private sphere and interpersonal relations, records the gradual degradation and
implosion of the family, reinforcing the feeling that there is nowhere to escape.

The tension between the limited knowledge conveyed by the voice-over and
the omniscience of the camera dramatizes the unresolvable dissonance between
childhood intimacy and the irreversibility of destruction.

In rendering ultimate reality which is, on its own, inherently unrepresentable,
INIGURABLE THE ILM CALLS UPON THE OTHER ARTS SYSTE
literary, painterly and musical allusions that act as  intermedial |G U R A Tih@hd S
TEXTURE OF THE ILM MAKING IT DENSE AND POROUS AT THI
the dynamics of simultaneously concealing and revealing the dimensions of the real.
4HE ILM CARRIES OUT THE hGESTURING TOWARD THE REALV
modes of other arts. It has to be mentioned from the outset that the literary, painterly
and musical references to Goethe, Dickens, Caspar David Friedrich, and Mozart,

Schubert and Wagner respectively, all belong to the classical tradition of the

Enlightenment and Romanticism, several of which revolve around the exposedness,
SUFFERING AND DEATH OF CHILDREN 4HUS ONE OF THE |
Schein (2004) is right when he claims that there is an implied intertextual reference

to the lines in Rilke’s Duino Elegies that point at the profoundly unsettling issue

of who is responsible for the death of children: “Who will depict a child just as it

stands? — place it / within its constellation, give it the measure of distance / into
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its hand? Who make the death of children / out of grey bread, which hardens like
a stone, / or place it in the cherry mouth as it were the core / of a shiny apple?
Murderers are / easy to fathom. Only this: to take on death / completely, before even
life begins, / contain it lightly and without complaining, / bereaves description.”
The evoked artistic references seem to emerge from the aesthetic experience of the
child protagonist herself, who insulates bare reality and, as a defence mechanism,
compensates for the loss experienced in life with the gain of imagination. Beyond
this, the employment of classical cultural heritage reveals an awareness of the
cultural determinedness of experience, of the fact that the communicability of
experience is culturally coded, depending upon and carried by prior cultural
IMAGES )N THIS WAY *ELES S ILM CONTRASTS A CULTURA
in pain, the child in death with the ultimate, inescapable and incommensurable
reality. Folding upon one another, the immediacy of the real and the hypermediated
experience of artistic rendition also address the working of cultural memory, the
consubstantiality of (inter)mediality and the mediatedness of memories, as well as
the inertia of art in the face of the unpardonable sins of humanity.

In parallel with writing her diary, Eva is reading $AVID #OPPEREELD
protagonist of Dickens’s novel steps out of the book, gets animated by the girl's
imagination and enters Eva’s life as an alter ego or an imaginary friend with
whom Eva shares her destiny. Dickens’s book starts with the following sentence,
which Eva quotes in her diary: “Whether | shall turn out to be the hero of my
own life, or whether that station will be held by anybody else, these pages
MUST SHOW v 4HE LITERARY "ILDUNGSROMAN BRINGS P
BECOMING INDEED THE HERO OF HIS OWN LIFE THIS CFH
Eva, whose fate recontextualizes literature and at the same time reconsiders its
RELATION WITH REALITY 4HE LITERARY IGURE OF $AVID
OF THE ILM AND BECOMES EMBODIED AS A CINEMATIC IC
destiny of exposedness to the atrocities of the adult world. The parallel (also
INDICATED BY THE TIPaflleDlEves Hig mdds evident in the scene
of killing a pig, when the two children are watching helplessly how the adults
take pleasure in the brutal — otherwise routine — activity. The memorable literary
SCENE OF $AVID #OPPERIELD S BEING BEATEN BY -R -URI
THE ILM TOGETHER WITH A NUMBER OF OTHER SCENES IN
she becomes awitness OF $AVID #OPPERIELD S FATE #ONVERSEL
also turns into a witness of Eva’s fate. [Figs. 11-12.]

The incorporated literary scenes, simultaneously implying medial difference
and contextual analogy, illuminate a non-place, a heterotopia in the diegesis of
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THE ILM AND SERVE ASmisélendbymd“M wHichAile see not just an
@INSCRIPTION OF ONE MEDIUM INTO ANOTHER BUT A MO
TAKING PLACE IN THE PROCESS OF WHICH ONE MEDIUM
INTO THE OTHER ALSO ACTING AS A IGURE OF @IN BETW
THE MEDIA INVOLVED IN THIS PROCESSv OETHP 4HE
AND REALITY IN THE IGURES OF $AVID #OPPERIELD AND
WITH THE PROFOUNDLY UNSETTLING AFIRMATION THAT *EA
World War II: “The most beautiful book in the world will not save a child from
pain” (Sartre 1970, 233). Vicky Lebeau, in her volume Childhood and Cinema ,
comments on this passage as follows: “What does it mean to measure the value of
LITERATURE AGAINST THE LIFE AND DEATH OF A CHILD O0OA
intervention is that, while it casts the child’s body — in pain, in death — as a
type of limit to an aesthetic committed to acts of social transformation, it is also
speaking out of a long tradition in thinking about the power of representation
as, precisely, transformative of pain (a tradition usually derived from Aristotle’s
well-known commentary on our delight in the realistic depiction of objects that
it would be painful to see)” (Lebeau 2008, 136).

JN THE LIGHT OF THE CLOSE CONNECTION BETWEEN *ELI
THE ART OF PAINTING BRI BPardlel vasLdlsbEnkas}ie Yiesence
of painting in rendering the unspeakable. The close-ups of house interiors
SUGGESTING CONINEDNESS ARE CONTRASTED WITH THE 7
sea in a manner that evokes Caspar David Friedrich’'s painterly universe and
metaphysical-existential horizon. | am now referring to one single  tableau vivant ,
namely a symbolic setting paraphrasing Caspar David Friedrich’s  Two Men by
the Sea at Moonrise (1817), in which Eva, the narrator-protagonist, and Dickens’s
hero can be seen together at the seaside. [Figs. 13-14.] Brigitte Peucker regards
tableauvivant MOMENTS IN ILM AS MOMENTS OF hINTENSIIED INT

ICCORDING TO 2GNE®GbIB&ATHPRMTHBBENFERS THE ILMIC D

a degree of constructedness and aestheticism that often emerges in a tense
INTERPLAY WITH UNSETTLING SUBJEé&blkeav\Want BBRrdmms
the “reconnection to a universal cultural heritage of ‘grand images™ (2014, 67).
The spectacle turning into vision, the mystical encounter of sky and water, the
PERSPECTIVE RUNNING INTO THE ININITE THE IGURES STA#
IMMERSED IN THE SPECTACLE OF NATURE THE INITE FACE
these idiosyncratic elements of Friedrich’s painting are evoked in the cinematic
tableau, which, however, deconstructs the painterly universe by erasing the
mystical light and leaving only the huge sea and the cloudy horizon, while the
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children are throwing pebbles into the water and Eva’s voice-over says: “| am
afraid of the sea. It is so cruel. | saw how it dealt roughly with some of those from
AMONG US v 4HE SUBSTITUTION OF THE PAINTERLY IGURE
the incommensurability and deepens the exposedness of human existence in the
face of universal foreignness. Jeles proves to be profoundly disillusioned with the
metaphysical construction of Western culture and civilization.

*ELES S ILM ESCHEWS THE PITFALLS OF THE VISUAL ICC
creates a more penetrating intermedial playground, folding the layers of literature,
music and painting upon one another within the cinematic medium, allowing for
THE MEDIATION OF LIMINAL EXPERIENCE THROUGH THE IN
ABOVE "ESIDES THE ILM ALSO CONTAINS ARCHIVAL FOO
thread with documentary images. The archival footage, albeit representing a return
to the real, functions ratheras IGURATWONHIN THE TEXTURE OF THE |
In this sense, the archival footage can be viewed not as a set of images evoking the
REAL CONSTITUTING SOME KIND OF TRANSPARENT REPRE
but rather as an alternative modality of mediation, creating productive tension and
interaction between two distinct sets of moving images. Indexical archival footage
EMBEDDED INTO FEATURE ILM AS AN ONTOLOGICAL RUPT
and inscribes a sense of difference into spectatorial experience. Its presence as
| G U R A magserve as meditation upon time and history, activating in the spectator
the documentary consciousness in the sense Vivian Sobchack understands the
term, that is, “a particular mode of embodied and ethical spectatorship that
informs and transforms the space of the irreal into the space of the real” (Sobchack
2004, 261). Jeles lifts into the narrative particular segments of the Nazi propaganda
ILM ON THE EMPTYING OF THE 7TARSAW GHETTO IN IN V
seen among those embarked onto trucks to be deported.

*ELES MANIPULATES THE ARCHIVAL MATERIAL LETTIN
scrutiny of a magnifying lens (connecting back to Eva’s examining a painting with
a magnifying lens and to the images of killing a pig also presented through its
ILTER ;&IGS n = TURNING THE FACELESS MASS INTO |
history into a dossier that needs to be reconsidered and the effacing mechanism
of historical memory into personal involvement. The most emblematic moment
of this documentary material is the dancing of a small crippled boy in front of the
soldiers. The haunting indexical presence of children reconnects to the narrative
THREAD OF THE ILM AND ALSO ESTABLISHES AN INTERTE X
THAT ALSO DRAW UPON THE VERY SAME .AZI PROPAGAND/
Night and Fog WHICH PRESENTS FOR THE IRST TIME TH
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boy raising his hands at gunpoint, as well as Ingmar Bergman’s  Persona (1966),
which takes over this photographic image and inserts it into its highly unsettling
intermedial texture. [Figs. 17-18.] As Vicky Lebeau (2008, 139) comments:
“Captured again by Persona, the photograph becomes a means to represent the
precedence, or imposition of memory over lived time: the (still) life that rushes
back in to interrupt our moments of being, registering the irruption of personal as
well as historical memory.”

As a memento, the archival footage condenses the future of the narrated time,
WHICH IS THE PAST EVOKED ON THE ILM REEL 4HIS UNC
turned into presence, the slow, iterative motion of people on the documentary
RECORDINGS EVOKED IN THE CLOSURE OF THE ILM BITTI
grandeur of the accompanying music, Pamina and Papageno’s duet from the
IRST ACT OF :-A0/BNRRIMB0EEStory portrays the education of mankind,
progressing from chaos through religion and reason, ultimately to make “the
Earth a heavenly kingdom, and mortals like gods,” provide a cathartic closure
that reveals a total disillusionment with the metaphysical and enlightened
values and “anthropology of hope” (Balassa 1993) of Western civilization. The
closure of Parallel Lives universalizes deportation into a parable of human
existence. Beyond condensing the narrative and reinforcing the affective quality
of cinematic experience, the intermedial occurrences act in the Heideggerian
sense of Ereignis, Er-eignis, that is, in the sense of appropriation, of making one’s
own, providing medial irruptions that interrupt one’s moments of being, and also
revelative moments that make one feel the grip of human existence, creating the
premises of an embodied spectatorship.

Conclusions

Jeles’s Parallel Lives is a cinematic attempt at medially performing the
UNSPEAKABLE 4HE ILM IGURES THE INIGURABLE ON THE
EMPLOYMENT OF THE CHILD S PERSPECTIVE TURNING THI
emblem of the exposedness of human existence, and through the employment

of a set of classical artistic references, on the other hand. Jeles touches upon

the sphere of the unrepresentable through a deconstruction of the metaphysical

and rational construction of human civilization evoked in the classical cultural

references, which perform the working of cultural memory, but perhaps more
SIGNIICANTLY POINT AT THE IMPOTENCE OF ART AND AESTF
5LTIMATELY *ELES S ILM STAGES THE INCOMPREHENSIBI|
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Western civilization built on the heritage of Enlightenment and Romanticism, the
incommensurability of the cohabitation — of the “parallel lives” — of the two faces
of human culture, the scale of inhumanity and the aesthetic regime of culture.
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Abstract. Derek Jarman was a multifaceted artist whose intermedial

versatility reinforces a strong authorial discourse. He constructs an immersive

allegorical world of hybrid art where different layers of cinematic, theatrical

and painterly materials come together to convey a lyrical form and express

a powerful ideological message. In Caravaggio (1986) and Edward Il (1991),

*ARMAN APPROACHES TWO %UROPEAN HISTORICAL IGURES F
concomitant perspectives. In Caravaggio, through the use of tableaux of

abstract meaning and by focusing on the detailing of the models’ poses,

Jarman re-enacts the allegorical spirit of Caravaggio’s paintings through

entirely cinematic resources. Edward Il was a king, and as a statesman he

POSSESSED A CERTAIN DOSE OF SHOWMANSHIP )N THIS ILM
the theatrical basis of Christopher Marlowe’s Elizabethan play bringing it

up to date in a successfully abstract approach to the musical stage. In this

ARTICLE ) INTEND TO CONJOIN THE PRACTICE OF ALLEGORY |
of existential phenomenology as advocated by Vivian Sobchack and Laura

U. Marks, in order to address the relationship between the corporeality of

THE ILM AND THE LIVED BODIES OF THE SPECTATORS )N THIS
a means to convey intradiegetically the sense-ability at play in the cinematic

EXPERIENCE REINFORCING THE TEXTURAL AND SENSUAL N/
VIEWER WHICH IN TURN IS ALSO MATERIALLY ENHANCED
touching the spectator in a supplementary fashion. The two corporealities

favour an inter-artistic immersion achieved through coenaesthesia.

Keywords: cinematic allegories, inter-artistic spectacle, embodiment,
immersive, intermediality, Derek Jarman.

The Language of Allegory

According to Craig Owens (1980), contemporary art is naturally hybrid, therefore

prone to an allegorical dimension, as allegory itself causes the miscegenation

OF MEDIA AND STYLISTIC CATEGORIES h4HE ALLEGORICA
aesthetic boundaries” (Owens 1980, 75). In this light, allegory has a meta-textual
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nature and in it different types of artworks, or texts, are intrinsically connected: “In

allegorical structure, then, one text is read through another, however fragmentary,
INTERMITTENT OR CHAOTIC THEIR RELATIONSHIP MAY BE
work is thus the palimpsest” (Owens, 69). In post-modernity, allegory has been

reinvented as intermediality.

$EREK *ARMAN WAS A SPECIICALLY MULTIFACETED ART
across in his cinematic oeuvre in favour of a very marked authorial discourse,
in spite of his defence of collective creation. He was a painter, a theatre and
ILM DESIGNER A WRITER A PERFORMANCE ARTIST C(
OF HAPPENINGS AND OF COURSE A ILM DIRECTOR 'L
TIGHTLY IMBUES HIS ILMS RESULTING IN AN ALLEGORICA
together in a lyrical form that conveys an ideological message.

.EVER PRONE TO IGURATIVE PAINTING *ARMAN ADOP
FROM VERY EARLY IN HIS CAREER 'S A ILMMAKER HE C&t
tradition of the commercial cinema. Indeed, theorists agree that linear narrative
was not his forte: “Where there is narrative it is often temporally disjointed and
sophisticated, combining several phases, viewpoints and character sets” (Wollen
1996, 15). In other words, Jarman makes a lyrical use of narrative contents, ignoring
the story in favour of the story telling , thus indirectly exposing the technique of
creative production. In his works, narrative always takes second place to the
visual art and the theatrical design with the consequence of a notorious degree
of abstraction (Watson 1996, 34). Jarman had a problem with creating narrative
dialogue, which is why he either resorted to previously written material (such as
Christopher Marlowe’s play on Edward II) or substituted it for interior monologues
whenever possible. In the latter case, the “loosely associative and poetic patterns
OF THOUGHTv 7ATSON REINFORCE THE ALLEGORI

JN SPITE OF THEIR ALLEGORICAL NATURE *ARMAN S IL
characters. According to Angus Fletcher (2012), the two possibilities of narrative
AGENCY IN ALLEGORIES ARE PERSONIICATIONS OF ABS
IGURES )N THE TWO ILMS ) PROedesdfgib(986a\and Ednardd ER E
II, 1991), the protagonists belong to the latter category. As in all allegories, their
PSYCHOLOGICAL DEPTH IS SACRIICED IN FAVOUR OF GE
serve a higher purpose than that of being either heroes or villains. Plus, they
inhabit a theatrical world.

IS A MATTER OF FACT THE |IL MableduR EinsSehdR &f GCELeRED IN
Therefore, the narrative segments are not in direct temporal or spatial connection

JN SOME CASES HIS USE OF CELEBRATORY CAMP STYLE FURTHER D
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to one another and the action is largely metaphorical. In general, an allegory
is an opus with two simultaneous meanings: a metaphorical sense is inscribed
underneath a more literal one which is directly connected with the actions of the
characters and the events of the plot (Xavier 1999). In Jarman’s case, the opposite
is also true: the abstraction of the whole narrative design is reinforced when we
realize that the tableaux may depict past, present or future events in relation
to the fabula, and that, furthermore, they may also convey fantasies (usually of
a sexual nature), nightmares, lurid dreams, memories and other truly Jungian
psychological material of which Jarman was so fond. According to Joel Fineman
(1981), the structural success of an allegory is dependent upon the articulation of
TIME AND SPACE WITHIN ITS OW N t&xO?WViokebBver, arsalldgotyy SICAL =
appeals to the desire of the spectator in two different but concurrent ways. On
the one hand, an allegorical text needs to be unclear so as to trigger a cognitive
activity of spectatorial decoding that keeps the interest awake and assures the
understanding of the underlying encrypted message (Fletcher 2012). 3 On the
other hand, the desire of interpretation is guaranteed by the running metaphor,
since an allegory is really a string of metaphors contributing to the same objective:
the transmission of an idea (Fineman 1981, 45).
Besides the overall fragmentary style and scattered narrative, Jarman also used
textured images in what Michael O'Pray (1996, 65) considers to be an obvious
link to his painterly activity. In Caravaggio (1986), which is a straightforward
allegory of creation and where the tableaux contain actual tableaux vivants, this
IS MOST OBVIOUS h&OR *ARMAN THE ARTIST WAS ALWA)
of visionary whose magic was equivalent to the procedures of art itself. Art
was alchemy” (O’Pray 1996, 69). However, the same can be noted in Edward
II, where the art world gives way to an eminently political universe. Edward
Il is portrayed, by Jarman, as an art enthusiast and the backstage of politics is
CONVEYED AS A WEB OF MACHINATIONS FOR THE BENEIT O
nation at large. The king is no less involved in a dialectical relationship with
SPECTATORS THAN THE PAINTER #ARAVAGGIO HE IS NO LE
no less under scrutiny than his more artistic counterpart’s. This is why | prefer to

2 “The text presents us with a self-contained structure of relations. In which elements are
manipulated as in a game and that therefore there is neither need nor reason to adduce any extra-
LITERARY EXPLANATION OR JUSTIICATION AT ALL FOR THE PARTICULAF
the texts allow us to observe” (Fineman 1981, 40).
3 “Enigma, and not always decipherable enigma, appears to be allegory’s most cherished function
[...]- Since the basic symbolism is highly articulated, he can increase the enigma with even
private obscurities, while the allegory as a whole will not thereby disintegrate into nonsense”
(Fletcher 2012, 72).
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DESIGNATE BOTH ILMS AS hALLEGORIES OF SPECTACLE \
such subjects in a multilayered and multifaceted artistic form, Jarman is stressing

BOTH THE INNER AND THE OUTER SPECTACLE IN HIS ILMS
FORMULATING A THEORY OF CINEMA AS A ILM BODY THRO
represents its characters in a very corporeal way.

The Body as a Textured Substance

Both Caravaggio and Edward Il are strongly embodied allegories in that they cause

the spectator to think upon and make meaning of the diegetic world perceived on

screen, but do so along doubly corporeal lines that involve the spectator himself/

HERSELF !LL ILMS TRIGGER OUR SPECTATORIAL hCARNA

CALLS THEM 7E THINK AND FEEL WITH OUR BODY A

PROPRIOCEPTIVE ABILITIES ADHERING TO THE ILMS IGUR

and characters) through a mimetic sympathy that involves as much conscious

attention as it does bodily tension (Sobchack 2004, 76). This way the spectator

feels his/her body more, reacting in kind to what he/she is shown on screen.

However, in the case of Caravaggio and Edward II, a third condition is applicable:

the corporeality of the people and things perceived on screen is even more sentient,

SENSUAL AND SENSIBLE THAN USUAL ICCORDING TO 30B¢

SENSORIUM CONSTITUTE THE TRUE ESSENCE OF CINEMA

this is partially achieved through the use of the diegetic bodies, thus reinforcing

our spectatorial “sense-ability” during the cinematic experience.
JNTRADIEGETICALLY *ARMAN S ILMS ARE ALL ABOUT

physique, but not only. Magdalena’s corpse in  Caravaggio (Tilda Swinton) is

made relevant by the way it is transformed into a work of art. Indeed, Lena’s

drowned body is tended over, her feet washed (in a recurrent gesture of cleansing

AND PURIICATION HER HAIR BRUSHED BY THE DIEGETI

RADIANT AND NOT THE UGLY BLOWN CORPSE A ILTHY RIVI

1.] She is an idea: death, as the ultimate state of perfection. The same can be said

of the body of the painter Caravaggio himself (Nigel Terry) when he is associated

WITH THE IMAGE OF #HRIST SACRIICED IN THE ALTAR

His body is poised in abandonment, as he is removed from the cross, in one of

the numerous tableaux vivants THAT PERMEATE THIS ILM ;&IG =

SEXUAL IGURE BUT A THING OF BEAUTY AND THE TRANSI

several occasions the characters look directly at the camera, therefore attaining,

by default, the cinematic spectator on the other side. The eyes of the characters
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are, simultaneously, imparting the message of the overriding importance of the
body and cancelling out their own import in the diegesis, thus ratifying their
status as abstractions. [Fig. 6.]
In Caravaggio, the models’ bodies and those of the main characters reproduce
intradiegetically the texture of art itself. In this perspective, the aforementioned
Lena’s drowned corpse discloses the director’s techniquein  THIS ILM THE BODY /
God’s gift to the artist, a material that he/she can shape according to his/her own
designs in order to create beauty. In other words, the human body is art in a raw
state, totally dependent on the creator’s skills to become all that it can be.
Caravaggio’s paintings are nowadays renowned for the perfection with which
THEY DEPICT HUMAN IGURES 4HE DIEGETIC PAINTINGS H
#ARAVAGGIO IS SHOWN PAINTING IN THE ILM ARE ALTHOU
far less perfect than the models he is seen using as visual references. [Fig. 3.]
The latter not only are for the most part half naked, but they are also framed
in a manner that sensually captivates the spectator. The camera does not limit
itself to capturing them frontally, as you would expect in a painting (and as
the perception of the scene as a tableau vivant ACTUALLY REQUIRES IT AL
laterally behind them, surreptitiously further stressing the corporeality implied.
[Fig. 4.] As a matter of fact, this prevents the spectator from seeing the whole
diegetic group of people, causing him/her to observe only details of their bodies,
which is what the haptic visuality proposed by Laura U. Marks (2002, 3) actually
DOES -ETAPHORICALLY THE ILM IS DEPICTING OUR EROT
cinematic objects, considering that we interchange a dominant voyeuristic look
upon the scene with a more tactile and intimate perception of it. [Figs. 3—4.] In
the situations where the bodies seen in Caravaggio do not belong to paid models
in rigid poses, the male torso is often bare and frequently sweaty as a result of
PHYSICAL ACTIVITIES SEX IGHTING "ESIDE THE CLEARLY
SCENES ALSO EMPHASIZE THE TEXTURAL NATURE OF THE
about painting. The beads of perspiration which abundantly trickle down the
characters’ bodies are a sort of dye, the equivalent to the pigment used on the
artist’'s canvas, and they also represent the sort of material surface detail of the
ILM BODY WHICH -ARKS CALLS THE SKIN OF THE ILM
In Caravaggio, the establishing shots are banished altogether: the tableaux
either start with a corporeal detail (such as the feet of the young Caravaggio being
washed clean by the cardinal Del Monte) or with several close shots unrelated
TO THE SURROUNDINGS )NDEED THE ILM ITSELF OPENS W
the old Caravaggio’s ailing and worn face. The scars on his cheeks look like tears
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that drip down some Christ image on an altar. The parallelism between religion
AND ART IS A MOTIF OF THE ENTIRE ILM AS BEITS AN A
Caravaggio IS EXPLICITLY A ILM ABOUT ART IT CANNOT BE |
beginning to end. The richness of painting calls for a variety of wardrobes and
props, as well as sets that are not entirely devoid of dressing. Jarman opts for
some semblance of the real, even when the set is, occasionally, stripped of many
of its elements. However, one or two exceptions can be observed. For instance,
the tavern in which Caravaggio meets Ranuccio (Sean Bean) is a bare greyish
cubicle with some men sitting on a few tables. No other decoration is needed here
- unlike the scenes that take place in Caravaggio’s painting studio — because this
is not a metaphor for life and art, and does not contain a representation of a body

AN ARTWORK BEING INSCRIBED WITHIN ANOTHER THE C

However, in order to acquire the status of art, all creations need spectators.
In Caravaggio, permanent onlookers accomplish this task. Whenever Caravaggio
PAINTS SOMEONE WATCHES ,ENA SEES HIM PAINTING 2#
THE PAINTING OF A COMPOSITE CANVAS THE PAINTER }
PAINTING AND THERE IS OF COURSE THE EVER PRESEI
THIS SYMBOLIZES THE ADORATION THAT ALL SACRED IG
which is ironical since the historical Caravaggio was, in fact, a wild man and led
a wanton life. Nevertheless, Michel Foucault, in an article about Velazquez's  Las
Meninas (1966), pointed to a more complex level of spectatorship whereby the
GAZE OF THE CHARACTERS THE IGURES DEPICTED NOT (
screen space of the diegetic situation, but also makes us, onlookers of the artwork
feel watched ourselves.

In Edward Il , an openly gay opus about a homosexual monarch, the male body
IS NOT SO UNDRESSED AND NOT SO TEXTURAL WITH SWE/
EVEN THOUGH THE IRST SCENE PRESENTS UNABASHEDLY
sex on a bed. In Edward Il , the body that matters the most is the political body;, i.e.
the realm, not the physical body as raw material for the artist. Still, both things
cannot be entirely separated and the body remains the key. For instance, the king's
lover and favourite, Piers Gaveston (Andrew Tiernan), prances provocatively on
the throne in the nude. [Fig. 9.] His bareness, framed in a manner as not to expose
his sexual organs, reveals him as a carnal object, but more importantly, as a base
CREATURE HERE HE CROUCHES AND CLICKS HIS TONGU
having been forcibly exiled, he howls under heavy rain like a beast). His pose is
symbolic of his status in the realm: a predator unbecoming the high society he
has entered as favourite of the king.
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In Edward Il, the textural pattern has mostly been applied to the sets, stripped
TO THEIR MINIMUM SIGNIICANT OBJECTS A BOW AND AN A
GALLERY A TABLE TO INDICATE A DINING ROOM OR AN OFI(
THE THRONE TO REPRESENT THE STATE ROOM AND SO ON
inhabit these spaces to make them credible as this or that and to elevate the sets
out of their minimalism. Given this improbable and abstract geography, in many
scenes it is not even possible to know for certain whether the action is diegetically
TAKING PLACE INDOORS OR OUTDOORS AS ALL THE ILM WA
ceilings are never seen, the doors are simply large openings, the windows are
VIRTUALLY INEXISTENT AND THE WALLS AND mOORS ARE R
(painted in a very dark shade). The space is as empty and abstract as it can be, the
MAJOR SIGNIIERS BEING THE BODIES THAT INHABIT IT 4HE
IMPORTANCE AS SET DRESSING HtHldUN ECondOmitarEligH OUT T
their own corporeality is reinforced as on par with the ruggedness of the walls.

Cinematic Body as Spectacle

The intradiegetic textures — the bodies on screen — always draw our attention to

THE TEXTURE OF THE CINEMATIC MATERIALS AS SUCH THE
30BCHACK CLAIMS THAT EACH ILM IS AN EXPRESSIVE ENTI
the spectator in its literal (or material) dimension, regardless of the nature of the

images seen and the sounds heard. The bodies of the characters are inscribed

IN THE BODY OF THE ILM BUT THE ILM S BODY ITSELF IS
engagement [...] with the senses and sensibility of materiality itself” (2004, 65).
4HEREFORE IN OUR PERCEPTION THE ILM S CINEMATIC TE
THE ILM S DIEGETIC TEXTURES !CCORDING TO ,AURA 5 -/
MERELY SCRUTINIZES THE SURFACE OF THE ILM INSTEAD
(where the diegetic universe is situated), we discern texture rather than form. This

corresponds to a haptic caress which, in turn, brings about an added sensuality to

OUR ILM VIEWING ACTIVITY 30BCHACK ARGUES FOR A
ILM DIEGESIS THE METAPHORICAL AND THE ILM AS MATTEF
in our appreciation of them. 4 Marks contends that the spectatorial involvement

WITH THE ILM IS NEVER PSYCHOLOGICAL ALWAYS SENSIBL
that the brain is also part of the body, therefore there is no unembodied perceptive

4 For all purposes, according to this author, there are three levels of reversibility in the cinematic
experience: the bodies on-screen, the bodies off-screen (i.e. the spectator) and the screen as a
BODY | E THE ILM 30BCHACK
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activity in cinema viewing (2004, 73). Without this important predication the
allegories would not be compatible with the inter-artistic embodiment | strongly
advocate in this article.

As itis, the discourse on cinema (as art and medium) transmitted by ~ Caravaggio
and Edward!ll 1S REINFORCED 4HESE ILMS DEPICT BOTH IN TH
the question of the intrinsically corporeal nature of cinema. As a result, the human
BODIES OF THE CHARACTERS THROUGH THE ILMS RESPE
BODY *ARM A Me®/rélaMdrGntermedial approach to the Seventh Art.

Caravaggio’s main credits reveal a brush painting a canvas black, over and
over again. We hear the sound of the large brush touching the canvas (as we do
later on, in several tableaux where the character Caravaggio is seen painting).
The production of the pigments by the mute servant Jerusaleme follows the same
auditory pattern. We hear the powders being ground in the mortar and spread out
WITH A KNIFE ON A STONE 4HE ILM PRESENTS US WITH T|
in question (painting) as itself is being laid out for us as Jarman’s piece (cinema).
The brush, the canvas and the pigments metonymically represent painting as
an activity. [Fig. 5.] However, the physical bodies of the people represented
AND THE INTENSIICATION OF THE SPECTATOR S SENSES
textures connoted with Caravaggio’s profession (which allow us to be  touched
BY THE |LNhval\e® in a visual atmosphere) are what actually transform
painting into art. Caravaggio is an allegory of art as requiring a commitment
AND SACRIICES BEYOND IMAGINATION 4HIS IS ALSO WHY
lyrical inner voice formed by all Caravaggio’s thoughts and remembrances. He
transcends his low life beginnings, base human sexual inclinations and violent
temperament through the life of the spirit. His body of work (indeed his oeuvre)
IS THE MATERIALIZATION OF HIS INNER POET SELF ALL
auditory textures only reinforce what the young Caravaggio mentioned himself:
that he was an object of art (“ oggeto d’arte”), as a male prostitute in his younger
years, as well as a major artist, in his later ones.

Admittedly, the narrative condensation, so common in allegories, is here taken
to artistic extremes. In  Caravaggio, the tableaux are presented out of chronological
ORDER OF EVENTS A4HE ILM STARTS WITH THE INNER TI
Caravaggio. As he lies in bed, half-conscious, his remembrances and fantasies are
GIVEN FREE REIN IT IS ONLY THROUGH HIS MIND THAT H
His body is motionless, but he acts as a narrator of the events that he represents, in
A PSYCHIC PATINA MORE LYRICAL THAN THE ACTUAL TRU
scenes he musters is not as poetic, neither is it so full of free associations as the
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text he intones in his dying oratory. The nature of his invocation is uncertain,
CONTRIBUTING TO MAKE TIME ITSELF UNRELIABLE AND BAFr
the sounds of his surrounding reality impose themselves on us.

6ERY NEAR THE BEGINNING OF THE ILM THE INNER VOI(
Caravaggio links three different life periods in only one memory time: we watch a
scene that illustrates how Jerusaleme came to be part of the painter’s life, as a mute
AND INEPT PEASANT BOY SOLD Bbledd ghetz\Wexsubaleie lisy A
already grown up, lying next to a goat, a symbolic representation of the shepherd
HE WAS MEANT TO BE AND NEVER WAS INALLY A ILM SEG
tended upon by Jerusaleme, who acts like a pet who loves his master. All the
while, Caravaggio is talking about his lost love, a boy by the name of Pasqualone,
who has nothing to do with what we are watching. The uncertain nature of time,
already an intrinsic part of all allegories, is thus made more uncertain by the
USE OF THE VOICE OVER &URTHER DOWN THE ILM THESE
mind tend to mix past and present, reality and imagination, therefore stressing
THE ILLUSORY NATURE OF ART IN GENERAL AND *ARMAN S
Caravaggio’s self-questioning remark — “All art is against lived experience. How
CAN YOU COMPARE mESH AND BLOOD WITH OIL AND GROUNTLT
BY THE ILM ITSELF THROUGH THE SENSUAL USE OF ITS COR
are framed, more than once, in extreme close up, and human blood, including
the artist’s (when he is wounded during a brawl with knives), is seen on several
occasions. Art is no less corporeal than the lived body of humanity.

In Caravaggio, time is even made more obscure by the recurrent darkness of
the image. The chiaroscuro lighting is a direct manifestation of the painter's own
technique of tenebrism (a mixture of naturalism with a theatrical propensity)
and, therefore, engulfs the spectator in the world of the paintings, making the
viewer part of the picture viewed, in more senses than one. In fact, the spectator
FEELS HIMSELF HERSELF BOTH PART OF #ARAVAGGIO S
When, occasionally, some character looks directly at the camera, as do Lena and
*ERUSALEME WE FEEL LOOKED UPON NOT ONLY AS ILM ¢
of a painting, which reinforces the spectacular nature of art. Indeed, the young
painter Caravaggio (Dexter Fletcher) is fully aware of the necessary existence of
an audience: “| raise this fragile glass and drink to you, my audience”. This is the
ULTIMATE MANIFESTATION OF THE APPARATUS IN THIS ILM
of reality also takes place intradiegetically. [Fig. 7—8.] In one particular instance,
THE ADULT #ARAVAGGIO WATCHES A STREET IGHT BETWE
own friends, beaten to a pulp. The painter is framed in close-up, looking on,
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MESMERIZED BY THE BLOODY SPECTACLE WHICH THE ILN
to watch as a metaphorical projection of silhouettes on a white wall. Similarly, the
SPECTATOR OBSERVES ALL ALONG THE ILM THE PAINTER
the de-formation of matter on a canvas.
In Edward Il , the signs of power are the most important corporeal elements:
the throne, the sword, the crown, several types of arms, different uniforms.
These are the allegorical emblems that relate to a common destiny and the idea
OF NATION REALM 4HE ILM IS A DISCOURSE ON THE COF
the prejudices of the majority borne upon different individuals on the grounds of
the so-called greater good, but the notion of spectacle is very much present. All
political activities imply a measure of putting on a show, as queen Isabella (Tilda
Swinton) clearly demonstrates when, taking up arms against her husband, king
Edward, she resorts to the media for popularity and validation of an unlawful act
(the deposition of a monarch). Edward Il himself (Steven Waddington), seeking
support for his cause outside the nobility, turns to the people (portrayed as queer
activists). Thus, a cry for help is turned into a public demonstration complete
with slogans, posters and cameras taking snapshots.
IRT IS NOT UNRELATED TO THIS SHOWMANSHIP )NDE
Gaveston says of Edward: “Music and poetry are his delight. / Sweet speeches,
comedies, pleasing shows.” The prince is here described as someone who has an
artistic propensity and, indeed, several spectacles are seen taking place at court:
a man with a python and a golden laurel crown shows off his muscles (which
CAN ALSO BE INTERPRETED AS AN IMAGINARY ACTION A
a session attended only by the king and Gaveston (and which takes place in a
room with several seats facing the orator). More importantly, it is the intermedial
nature of some other spectacles in which Edward himself takes part that calls
attention to the analogy intended by Jarman: (a) two men dancing a modern ballet
that emulates Edward and Gaveston’s relationship (the crosscutting between the
DANCE WHICH ENDS IN A KISS PARALLELS %DWARD KIS
(b) a blonde woman (Annie Lennox) sings a Cole Porter song (“Every time we
SAY GOODBYE ) DIE A LITTLEvV INVOLVED IN A SLIGHTLY
Gaveston dance alone in a large room lighted by a strong theatrical follow spot
(the pair and the singer are all in the same imaginary space and the men actually
LOOK AT HER IN THE END ;&IGS n = C A FEMALE STI
by Edward to celebrate Gaveston’s return from exile (the classical music turns
into something lighter as the two men dance once more, this time in a clownish
tango mockery, again illuminated by follow spots).
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Music is to the political allegory of Edward Il what painting is to the authorial
allegory of Caravaggio "OTH ART MEDIA ARE USED TO REINFORCE
IS INTRINSICALLY CINEMATIC AND THAT TAKES PLACE AT
continue to develop the spectacular nature of Edward II, | will refer to many
intentional examples of “pro-haptic properties” (Marks 2002), which are also a
manifestation of the cinematic apparatus per se and a disclosure of the whole
NARRATIVE AS ARTIICE
In Edward II, colour is important, but it is almost entirely dependent on the
lighting, which is pointed directly at the characters through the use of key lights
placed higher or lower than the human eyes, giving the tableaux a strong theatrical
IMPRESSION 4HE CHARACTERS SEEM TO BE ALWAYS ON A ST
Therefore, the bareness of the sets not only stresses the allegory, but also reinforces
THE SPECTACULAR NATURE OF THE ILM AS AN ODE TO SPE(
world it depicts. While part of the image is deliberately kept in darkness, making
the background often unnoticeable, the rest is lighted by strong projectors, resulting
in a very marked contrast. Indeed, Edward Il IS FRAUGHT WITH mARES MO
INDUCED BY DIEGETIC mMASHLIGHTS 4HE USE OF STRONG KE
creates huge shadows, reminiscent of German Expressionism, and the appearance of
silhouettes points to the Oriental shadow theatres that constitute the archaeological
ORIGINS OF CINEMA ;&IG = "LUE AND RED ILTERED SHO
spaces in one-dimensional images endowed with strong symbolic modulations.
Thus is the lighting made evident as an artistic ~ praxis and a tool with which to work
THE TEXTURE OF THE ILM CALLING TO ATTENTION ITS ARTII
In Edward 1l , the disclosure of the apparatus points to a spatial duality: the
hTHEREv OF THE SCREEN WHERE THE ILM EVOLVES AND TH
THE ILM IS WATCHED AND THEREFORE VALIDATED AS SUCH
this is evidence of corporeal reversibility. The off-screen space is the  locus of the
VIEWER AND THAT IS WHY IN THIS ILM THE SPECTATOR IS /
In fact, early cinema rose out of vaudeville and its sensorial display, as did the
MUSICAL COMEDY 3IGNIICANTLY A TWOFOLD ACT OF COMML
ENTERTAINMENT CONVENTION TO WORK THE ILM AND THE
each other.® At a sensorial level that is exactly what Jarman means to accomplish.
EdwardIll IS ILLED WITH SHOT REVERSE SHOT FRAMINGS CC
simultaneously, joining) the two sides of space. For instance, when Gaveston is

5 In her canonical book about musical, Jane Feuer (1982) states that in no other type of musical
was the communication with the audience so emulated as in the backstage musical, which had
intradiegetical spectators intercut with the performers acting on stage.
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exiled, by order of Edward, he is symbolically escorted out of the country by the

clergy. First we see him with his back to the camera, walking past the priests who

SPIT ON HIM FROM EITHER SIDE OF THE ROAD NEXT WE
walks towards the camera, face to us, until he reaches the end of the road. By the

use of the reverse shot the spectator is partly transformed into spectacle and vice-

VERSA 4HIS HAS OBVIOUS IMPLICATIONS IN HOW THE VII
IN WHAT THEY ARE WATCHING 4HEY ARE ATTRACTED AS
of which Edward Il obviously carries the marks, by the use of their sensations

and emotions. However, by osmosis, they also feel spat upon, which is not a

physically comfortable feeling.

Immersive Allegorical Intermediality

The allegory employed by Jarman is capable of incorporating emblems, endowed
with a very strict pre-existing meaning, as well as symbols, where all the free
association of ideas is concentrated. In corporeal terms, the hybridization of arts,
typical of intermediality, is responsible for what can be seen as a paradox: a
sparse and abstract diegetic universe coexists with a rich and all-encompassing
viewer immersion.

Caravaggio and Edward Il are able to combine the bareness of the sets with the
OPULENCE OF THE TEXTURE IN PART BECAUSE THE ILM:.
and other arts. The deliberate mixture of times and realities turns each and every
SINGLE GESTURE AND CREATIVE ACTION DEPICTED IN TH
BY THE SPECTATOR 4HUS BEGINS THE PLUNGE IN THE ILWN
VIEWER INDS HIMSELF HERSELF INESCAPABLY IMMERSED
THAT ENTAIL A NECESSARY WORK OF SPECTATORIAL REC
analysed here, the use of other art forms is made part of that enigma. For instance,
in Edward Il a boys’ angelical choir constitutes the background music to a violent
sodomy act, which is only recognized as Edward’s fearful imagination after the
deed is supposedly done (the slow motion is already a hint, though).

4HIS IRST LEVEL OF IMMERSION IS PART OF THE SYMB
The agonizing painter, in Caravaggio, alludes in voice-over to a close escape
from death by drowning, presumably after a shipwreck (whose occurrence we
NEVER SEE CONIRMED (IS YOUNGER INCARNATION MEI
"ACCHUS AND SURELY ENOUGH THE ILM PRESENTS US W
reproduces the celebrated canvas, in the form of a tableau vivant , starring the
actor Dexter Fletcher, who plays the title role in Caravaggio’s youthful years.
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Later, the two motifs come together in an ironic twist, typical of Jarman, when
the nobleman who behaves as an art critic, harsh on Caravaggio’s work, dies in
the bathtub with the looks and the pose of Jacques-Louis David’s The Death of
Marat (1793). In Edwardll THE PROTAGONIST IS OFTEN SEEN IN Al
that seems to exist underground and which is depicted as a dark place made of
METAL AND RIVETS WHERE A FURNACE SHINES AND IRE GL
in western cultural imagery, were it not for the water it contains. This water can
BE CONSTRUED ON SEVERAL OCCASIONS DURING THE ILM
B A SEWER C A POND "EAUTIFUL REmMECTIONS EMANATE
to the water and speaks of his dual nature, made up of himself and Gaveston. At
this point, the image almost reproduces the pictorial Narcissus as painted by the
historical Caravaggio (1594-1596).
Inasmuch as allegory is very conceptual and characterized by a high degree
of abstraction, there seems to be no room for sensorial immersion. However,
BOTH ILMS HARBOUR A SECOND LEVEL OF MEANING AND M/
PROVES THIS TO BE A PRECONCtEngf® wih Eticis® arnd ILMS
are illuminated by an attractive power that keeps the spectators enwrapped in
the diegetic world of the characters and the ritualistic atmosphere of the whole
picture. The above puns are intended, for as Sobchack mentions, the spectator
is a “cinesthetic subject” endowed with an embodied vision “in-formed” by
the knowledge imparted through the other senses (2004, 70-71). Jarman makes
excellent use of our intrinsic “synaesthetic perception” (2004, 70). In fact, a text
FULL OF MUSIC SCULPTURED WITH LIGHT ENHANCED WITLE
either tri- or bi-dimensional, is never an empty text: it has volume, shape, depth,
COLOUR ETC AND CAN BE APPREHENDED AS SUCH )N OTI
a coenasthesia capable of making the spectator inhabit the world on the screen
and experience more fully the contact with the screen as a world. The space is
transformed into a place, as abstract as it is alluring.
Caravaggio and Edward Il EXHIBIT A CORPOREALITY THAT MAGNIII
attention the artistry as enriched matter, in turn causing the enhancement of our
sensual being. In these cases, the spectator, Sobchack argues, goes through an
“as if” situation where he/she experiences general and diffuse sensations (i.e.
NOT SPECIICALLY DIRECTED AT ANYTHING IN WHICH HIS H
A LITERAL AND IGURAL SENSE THAT IS DIRECTLY |IN ITSE
BODIES OF THE CHARACTERS ON SCREEN JN CONCLUSION
us to “fabrics and their textures” (Sobchack 2004, 78—79). Like an unsuspicious
mY THE SPECTATOR FALLS INTO THE CREATOR S WEB OF A
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Figures 1-8. Caravaggio (1986):
Corpses transformed into works of art: death as the ultimate state of perfection.

Captivating details that enhance voyeurism.

4HE TEXTURES OF THE MEDIUM 4HE SPECTATOR IN THE I

Strong pictorial impression: the surface (screen) and the apparatus.
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Figures 9—-14. Edward Il (1991):
Political body = physical body. Empty and abstract space: human bodies as
MAJOR SIGNIIERS

Statesmen are also showmen.

Strong theatrical impression: characters “on stage.”
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Abstract . This article re-engages with existing scholarship identifying Deep

Red (Profondo rosso, 1975) as a typical example within Dario Argento’s body

of work, in which the Italian horror-meister fully explores a distinguishing

pairing of the acoustic and the iconic through an effective combination of

ELABORATE CAMERAWORK AND DISJUNCTIVE MUSIC AND SOU
article seeks to complement these studies by arguing that such a stylistic and
technicalachievement IN THE ILM IS ALSO RENDERED BY !RGENTO S US
art-historical repertoire, which not only reiterates the Gesamtkunstwerk-

like complexity of the director's audiovisual spectacle, but also serves to

TRANSPOSE THE ILM S NARRATIVE OVER A METANARRATIVE F
techniques and their possible interpretations. The purpose of this article is,

thus, twofold. Firstly, | shall  discuss how Argento’s references to American

hyperrealism in painting are integrated into  Deep Reds spectacles of death

through colour, framing, and lighting, as well as the extent to which such

references allow us to undertake a more in-depth analysis of the director’s

style in terms of referentiality and cinematic intermediality. Secondly, |

WILL DEMONSTRATE HOW AND TO WHAT EXTENT IN THE ILM
break down the epistemological system of knowledge and to disrupt the

reasonable order of traditional storytelling through the technique of the

trompe-I'oeil in painting .

Keywords : Dario Argento, Deep Red, excessiveness of imagery and sound,
American hyperrealism, trompe-l'oeil .

“I had never seen anything like Deep Red. It wasn’t the story that stuck with me
months, and then years [...], it was the overwhelming experience of it, equal parts
VISUAL VIVID COLOURS AND BIZARRE CAMERA ANGLES DI
tracking shots, disorientating framing and composition, fetishistic close-ups of
quivering eyes and weird objects (knives, dolls, marbles, braided scraps of wool)
and aural. Deep Red's throbbing progressive-rock score was almost hypnotic, and
alternated with a singsong lullaby whose ‘la la la la’ lyrics grew more gratingly
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ominous with each repetition” (McDonagh 2010, vii). Maitland McDonagh'’s
consideration is a useful starting-point for broadly contextuali  zing Deep Red
WITHIN $ARIO 'RGENTO S BODY OF WORK 4HE ILM WAS C
Bernardino Zapponi, whose contribution to the horror genre was made working
on Federico Fellini's segment Toby Dammit in Histoires extraordinaires (1967),
A THREE EPISODE ILM INSPIRED BY THE TALES OF %DGA
In Deep Red, Argento still relies on the consolidated narrative formula  of his
directorial debut The Bird with the Crystal Plumage (L'uccello dalle piume di
cristallo WHICH WAS IRSTLY PIONEERED BY )TALIAN HO
in his 1962 proto- giallo, 4HE 'IRL 7HO +NEW @#QOGORALBAZZA CHE SAI
troppo ). As Peter Bondanella (2009, 375) has argued, the typical Bava-Argento
giallo formula centres on an amateur detective who is usually an eyewitness to a
murder and whose unreliable sight and subsequent inability to take the distance
from the crime manage to lead him or her to an initial misleading conclusion.
Hence, the narrative in both The Bird with the Crystal Plumage and Deep Redis
based on the fragmented memory of the male protagonist relative to what really
HAPPENED AND THE PLOTS ARE IMPRESSIVELY CONVOLU
and the revelation of the serial-killer's identity. While Sam Dalmas in The Bird
with the Crystal Plumage is not initially aware that the black-gloved man in the
art gallery is not the attacker but is actually defending himself from his psychotic
wife, Marc Dalyin DeepRed SEES THE FACE OF THE FEMALE KILLEF
without realizing it.

Despite the aforementioned narrative similarities with The Bird with the
Crystal Plumage, Deep Red constitutes a turning point within Argento’s career in
terms of style and technique. Starting from Deep Red, in fact, the Italian horror-
meister experienced a growing interest in the exploration of new professional
devices. This allowed Argento to develop his mature cinematic language and
technical ability, which became the trademark of the director's work up to the
mid-1980s. In The Bird with the Crystal Plumage , for example, Argento still
alternates between the serial-killer's POV while striking, represented with long
focal length lenses, that of the eyewitness while investigating, represented with
standard lenses, and that of the victims being chased, represented with wide
angles (Crispino 2008, 195). In addition, the director’s omniscient gaze emerges
IN THE INAL SEQUENCE OF THE ILM I!FTER THE ALLEGED
3AM $ALMAS GOES IN SEARCH OF HIS IANCIE *ULIA WHC
scene of the crime and has been kidnapped by the real murderess. The camera
follows Sam in high angle shot and slowly zooms out from the long shot to
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the extreme long shot of the man standing near a building. Then, the camera
progresses with a tilt movement from bottom to top that is followed by a pan
movement from right to left on the rooftops along the  Lungotevere Flaminio in
Rome, until it eventually zooms in to reveal the not-yet-discovered place where
Julia is held prisoner. By contrast, in Deep Red, Argento constantly disrupts the
perception of the audience by moving the camera back and forth and alternating
ANY OMNISCIENT SHOT WITH A SPECIIC 0/6 WSUdH@QUT DISC
strategy embodies a violation of the classical narrative form typical of the
ILMMAKER S DIRECTORIAL DEBUT WITH A SUBSEQUENT FA
space and time by cause-effect logic (McDonagh 1994, 113). A typical example
OF THIS CINEMATIC TECHNIQUE IS EVIDENT IN THE OPENI
which psychic Helga Ullimann provides a demonstration of her telepathic gift
before sensing the presence of a killer among the public of the conference on
parapsychology. In the sequence, “accustomed to playing the part of the passive
SPECTATOR WE SUDDENLY IND OURSELVES OCCUPYING T
our scopophilic desire [...] disrupting our comfortable one-way relationship with
the screen” (Gallant 2001a, 15). As soon as the sequence begins, the camera is
immediately aligned with the non-diegetic audience’s gazes, “walking into the
building, through an anteroom and past a hat check guy and a ticket attendant”
(Grainger 2001, 116). The peculiarity of this sequence is that the two men at the
conference’s entrance door do not seem aware that anyone is walking past them.
As the big red theatre drapes leading into the conference hall violently open, the
camera-audience passes through. As the sequence progresses, there is a constant
slippage between the non-diegetic and the diegetic spectator and these apparent
POV shots are disrupted by a variety of angles taken from all over the theatre
and ranging from a series of extreme long shots from the various balconies to the
high angle shot of Helga and her two colleagues on the stage, although no single
individual is in all these places. Then, the camera moves from one spectator
to another in close-up, focuses on the back of Helga’'s head, comes back to the
stage and makes an extreme close-up of Helga’s mouth as she is drinking a glass
of water. It resumes diegetic POV status when Helga addresses the killer, who
eventually rises from a seat and eases out of the row. [Figs. 1-10.]
This unconventional use of the camerain Deep Redis, moreover, matched with
an innovative use of the soundtrack, especially in the sequences preceding and
accompanying the several spectacles of death. While in  The Bird with the Crystal
Plumage, Ennio Morricone’s score consists of a mixture of orchestral tunes in
the wake of Bernard Herrmann’s work for Alfred Hitchcock’s 6 E R T(1©58) and
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Psycho (1960) and with the addition of jazz tunes in the wake of Miles Davis’s

work for Louis Malle’s  Elevator to the Gallows (Ascenseur pour I'échafaud , 1958)

and Martial Solal's work for Jean-Luc Godard’s Breathless (! BOUT DE SOUFnN
1960), in Deep Red the soundtrack is entrusted to jazz musician Giorgio Gaslini,

but it is added to by some instrumental pieces from the progressive rock band

Goblin (Lucantonio 2008, 215-216). In certain extended scenes, such as Marc’s

visit to the “house of the screaming child,” this throbbing downtown jazz

crossed with a funk-jam component completely replaces the dialogue as the

aural component of the imagery. In the ten-minute-long sequence in which Marc

goes to the abandoned villa to investigate, he does not utter a single word while

he observes and tries to capture all essential details of the solution to the case.
Accompanied by the Goblin’s progressive rock soundtrack, the whole sequence is
CONCEIVED AS A ILM WITHIN A ILM %ACH ONE OF -ARC S
and it seems that Argento is presenting the effective time it would take to explore

such a place in reality. As a result, Deep Red BECOMES THE IRST EXAMPI
Argento’s body of work in which a remarkable  excessiveness of images and sound

takes place. Although this excessiveness may partly derive from the director's

adherence to the tradition of the Italian g iallo, which tended to impart a certain

aesthetic pleasure by an effective use of editing, music and sound during their

various murder sequences, it is undeniable that in  Deep Red such a technique
achieves one of the most effective and sophisticated aural-visual impacts of
IRGENTO S CAREER AND MAKES hTHE ILM EXCEPTIONAL
violation of the logic of the suspense genre, and in the visceral character of the

violence depicted” (Smuts 2002).

Hyperrealist Images and Soundtrack: Endoscopy and
the Snorkel Camera

Although fully pertinent, this consideration of a remarkable excessiveness

of images and sound in Deep Red AS IDENTIIED BY PREVIOUS SCI
SOMEHOW REDUCTIVE IN TERMS OF MEDIUM SPECIIC ST
into account another fundamental aesthetic aspect WITHIN THE ILM ) REF
'RGENTO S USE OF A SPECIIC ART HISTORICAL REPERTO|
pictorial references and techniques, which — by the director’s own admission —

have been a constant source of inspiration for him and regularly play a large role

IN DEINING THE ILM S STYLISTIC STRUCTURE AND EFFECT
pictorial repertoire in Deep Red fully combines with  the excessiveness of images
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and sound as IDENTIIED BY EXISTING LITERATURE AND CONTR
the aesthetic composition of the related sequences through diegesis and tableau

vivant , while on the other hand, these pictorial references and techniques allow

US TO UNDERTAKE A MORE IN DEPTH ANALYSIS OF 'RGENTC
referentiality, and cinematic intermediality.

In light of this statement, we may argue that such a sophisticated interplay
of artistic imagery, complex camerawork and disjunctive soundtrack in Deep
Red is applicable to a number of sequences, including the one anticipating
Helga’s gruesome murder by the serial-killer and introducing the audience to the
murderer’s childish and macabre gadgets. The sequence begins with the close-
up of a marble, which causes a dollhouse cradle to tip over. Goblin’s pressing
progressive rock soundtrack of the credit sequence resumes and Argento
displays a number of child’s toys belonging to the serial-killer in extreme close-
up. Suddenly, the audience witness a swirling and uninterrupted pan over the
MURDERER S CHILDISH AND MACABRE COLLECTION ALL GIV
camera’s relentless gaze. The camera then passes over a red yarn voodoo doll
with her stomach stuck with needles, a drawing of a woman being stabbed by
an outsized knife, a metal warrior, a wool plait, a naked baby doll that is taken
by the black-gloved hand of the killer, a red clay demon, a series of marbles, and
two slender switchblade knives. * [Figs. 11-19.] There is eventually a cut to the
extreme close-up of the murderer’s eye gazing blankly into the camera, ringed
with black eye make-up. [Fig. 20.]

As Aaron Smuts (2002) has discussed, the sequence is “intended to give
the audience some insight into the lunatic’'s mind, but given the unexpected
prominence of the music and the practically characterless images, it more
effectively associates the sounds of Goblin with an abstract insanity.” More
importantly, Argento’s concern in the sequence has nothing to do with narrative
progression. Rather, what becomes fundamental is the process through which the
effect of tension and terror is created. As Argento has admitted, “the sequence was
mainly inspired by hyperrealism in painting and its icy atmospheres [...]. | was
particularly interested in representing my characters in hyper realistic situations,
as if they were frozen in a picture”  (Giusti 2010, 493494, translation mine) .2 The

1 A similar ritual of death is repeated before the murder of novelist Amanda Righetti, this time
showing a ball slamming other marbles, a creepy doll with a braid of wool twisting around her
neck, and the black leather gloves of the serial-killer.

2 Original quotation: “nella sequenza mi sono principalmente ispirato alla pittura iperrealista
americana e alle sue atmosfere gelide [...], in particolare, mi piaceva l'idea di rappresentare i
miei personaggi [...] in situazioni [...] iperrealiste, fredde, gelide, congelate come in un quadro.”
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word hyperrealism or photorealism in art was coined by American author and art
DEALER ,0UIS + -EISEL IN AND APPEARED IN PRINT F
a Whitney Museum catalogue. It refers to the art movement that developed from
pop art and as a counter to abstract expressionism between the late 1960s and
the early 1970s in the United States and that developed throughout Europe from
the early 1980s (Meisel 1980, 12). In his exploration of the movement'’s evolution
through the 1990s, Photorealism at the Millennium (2002), Meisel reminds us
that since the late 1960s hyperrealism has consisted of the accurate and detailed
EXPLORATION OF THE PHYSICAL AND VERIIABLE PROPE
through the medium of photographic sources. At the same time, this depiction
of contemporary subject matter is not only based on photographic sources, but
is also blatantly and unapologetically photographic in style. As since the late
1960s the dominant techniques of the art movement have consisted of taking a
series of pictures with a camera. Once the photo was developed, usually onto
a photographic slide, the artist systematically transferred the image from the
photographic slide onto canvas. The resulting images were often direct copies
of the original photo, although they were usually larger and sharper than the
original reference (Meisel 1980, 12—-24). Likewise, in the sequence Argento relies
on early hyperrealist (re)sources to provide the most accurate perception of reality
through the ubiquity of the camera and maximize such reality in size to create a
highly sensorial effect and reveal beneath the surface of every single object a new
aesthetically intrinsic dimension.

4HIS IS NOT THE IRST TIME 'RGENTO OVERTLY DRAWS C
THE INAL SEQ&¥EBNREDIES ON (Ruattro6ioscviddi velluto grigio
1971), the Italian horror-meister adopted a hyperrealist effect through the use of
a technologically advanced high-speed camera to show the murderer’s death in a
car accident. Thisisthe 0 E N T AZ&:Tman camera that consumes 30,000 frames
per second, but when run at normal theatrical speed shows the image in a wholly
DIFFERENT TEMPORAL REGISTER ,UCANTONIO 'R
2011, 17). Yet, itis not slow motion as the image does not drag or shudder. Thus,
an accident that normally would last a few seconds is turned into a hyperbolic
sequence of death in which every single detail, from the killer's face to the glass
shimmering, is explored to the extremes (Needham, 2002). However, while in
&OUR &LIES ON '"REBYS6BYPERREALIST SEQUENCE OF DEAT
ELABORATE CAMERAWORK WITHIN THE ILM S MOR&pPCONVE
Red, Argento develops his use of technology on a regular basis. In the sequence
displaying the serial-killer's gadgets in particular, Argento was inspired by
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endoscopy, which is a minimally invasive diagnostic medical procedure used to

assess the interior surfaces of an organ by inserting a tube into the body (Pugliese

2011,17). He used the Snorkel A THIRTY CENTIMETRES mEXIBLE TUBE

APPLIED TO THE CAMERA AT THE TOP OF WHICH HE PLACED

OBJECT THAT WAS INSTANTANEOUSLY REmMECTED INSIDE T

that were placed in an oblique position in order to be easily exposed in the

ILM -AIELLO 'RIMALDI -OREOVER BECAUSE

matter and the technical level of sophistication with which they are represented

on the screen, these killer's gadgets show close resemblance to Charles Bell's

hyperrealist canvasses of marbles and vintage toys of the early 1970s [Figs. 21—

22], in whose work the manipulation of size through the use of the camera lens

WAS A DEINING FEATURE FROM THE S ONWARDS 7ITH TH

and set up a still life on a small platform in any way he desired, photograph it

in many different focuses and exposures, and eventually project it to any size

AND SCALE BEFORE DECIDING HOW THE INAL PAINTING WC

the effective scale would be between six and twelve times life size. Thus, by

regularly increasing the size of any object, Bell was able to involve himself in the

intrinsic reality of the object itself, including colour and the potentialities of light,

SUCH AS LIGHT DISTORTED BY DIFFUSION LIGHT AS REmMEC(
'ELDZAHLER -EISEL n ,IKEWISE 'RGENTO S

focused on showing a camera-mediated gaze rather than what the human eye

can perceive in the same circumstances. As Edward Lucie-Smith (1979, 12) has

pointed out, the camera has monocular vision while our own vision is binocular.

The monocular way of seeing produces many of the aberrations we notice when

we look at a photograph, although these vary in turn with the actual choice of

LENS 4HE HUMAN EYE OPERATES MORE mEXIBLY THAN TH

nothing to compensate such distortions. Indeed, he chooses to emphasize them

to make the audience aware of the exact nature of his source material.

Hyperrealist Images and Soundtrack: the Murder
“Set-Pieces”

Other valuable examples relying on the distinguishing pairing of hyperrealist

IMAGES AND SOUNDTRACK IN THE ILM ARE VISIBLE IN THI
elaborate murder hSET PIECESv WHICH $ONATO 40TARO H
following terms: “a situation or set of actions where narrative function [...] gives

way to ‘spectacle’ [and] the scene plays on far longer than is strictly necessary for
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THE NARRATIVE PURPOSESvV )N THIS REGARD ©Déeg IRST
Red's féte sanguinaire is represented by the diegetic and non-diegetic musical
accompaniment, which serves as a powerful transition device that both anticipates
and accompanies every gruesome act of bodily violence. According to Smuts
(2002), the ominous children’s lullaby that is played on a hand-held tape recorder
BEFORE EVERY ACT OF MURDER IN THE ILM IS IRST AND
audience to the fact that another homicide is going to occur. In the attempted
murder of Marc and the murder of novelist Amanda Righetti, this hand-held tape
recorder is displayed in a hyperrealist extreme close-up, so that the audience
can see the tape running slowly and be hypnotised by the creepy and repetitive
SOUND ;&IGS n = $URING THE ILM OROFESSOR 'IORD/
motivation for playing the song in question prior to each attack. According to
Giordani, the serial-killer must have suffered from some traumatic episode in the
past and must recreate a certain aspect of the original event in the present. At the
same time, as Smuts (2002) has suggested, Argento tries to place the audience in a
similar position to the killer by playing this song before any act of murder.
While the use of the diegetic lullaby can be said to be motivated by narrative
purposes, the use of the macabre toys that precede both Amanda’s and Giordani’s
death may be interpreted from a different perspective. [Figs. 27-28.] The serial-
killerin DeepRed IS IRST OF ALL A SADIST WHO TERRIIES HER
game of cat and mouse. Before Giordani is killed, for example, a cackling
mechanical doll is set loose in his study, walking towards him. This interference
clashes with the logic of the story. The doll comes from the door on the right,
while the murderer is already in the room waiting for her victim from behind.
The consequence of this procedure is a type of writing that completely lacks in
a real connection between cause and effect and is merely intended to disrupt the
audience’s expectations by breaking the link between the two. Although there
IS NO PARTICULAR LOGIC TO THE ACTION THE IMAGE Ol
skull fractured, and mechanical laugh still echoing, is profoundly unnerving and
IMPARTS TENSION TO THE SEQUENCE AS A PREAMBLE TO
this strategy is integral to the manner inwhichthe  giallo depicts murder set-pieces
AS HEIGHTENED SPECTACLES WITH THE AIM OF INTERRUF
order to produce aural and visual moments of beauty and evocative power (Guins
1999, 141). However, Deep Reds technically accomplished murder set-pieces
may also be interpreted according to a more literary-based horror tradition. In
particular, the ways Argento’s murder scenes are choreographed and organized
IN THE ILM ARE VERY CLOSE TOGraddGOigh&l Sthe FrarGhe&d-IN THE
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LIGHT DISTRICT THEATRE OF THE EROTIC THE HORRIIC AN
Paul (2005, 10) has discussed, the Grand-Guignol did not work on the tradition

of supernatural horror, but rather explored the horror of contemporary cities in

graphic detail and unbelievable cruelty. Of particular interest and relevance to

Argento’s use of set-pieces in Deep Red was the modality of representing and

staging the act of murder as a highly sensational moment, in which violence

was played longer than was strictly necessary “in order to squeeze every ounce

of tension out of the scene” (Hand and Wilson 2002, 38). In 1931, a French

journalist argued that the Grand-Guignol author had to calibrate every single

murder scene in order to create a well-crafted timing device, where second

BY SECOND THE MECHANISM WAS GOING TO TURN UNTIL
(Hand and Wilson 2002, 47-48). A consequence of the exaggeration of the act

of violence was the way every Grand-Guignol actor tended to perform any

scene with a series of extremely heightened gestures. In the Grand Guignol , the
melodramatic technique of addressing the audience directly was a typical way

OF SLOWING DOWN THE ACTION 3PECIICALLY EVERY SINC
VICTIM TENDED TO IX HIS OR HER GAZE ON THE AUDIENCI
a strategy in performance practice to manipulate time and increase the viewers’

tension. Another method included the interruption of the act of violence in

order to move away from the focus and then return to it later, as the pauses and
SILENCES WERE INDISPENSABLE ELEMENTS TO MAKE THE
In Deep Red, the same techniques are achieved through camerawork. As Chris

Gallant (20014, 13) has argued, as far back as The Bird with the Crystal Plumage

the psychopath’s POV had become a staple element in Argento’s work, initially

using both a hand-held tracking shot and a steady cam. In The Cat o’ Nine Tails

(Il gatto a nove code, 1971), the Italian director improved this technique by
DELIVERING AN UNSETTLING VARIATION OF THE SAME FOR
POV is sometimes interrupted by a close-up of his eyes looking directly at

the audience. Indeed, this diegetic interference provokes a note of ambiguity

IN THE RELATIONSHIP BETWEEN THE ILM AND THE AUDIE
IS FORCED INTO IDENTIICATION WITH THE POINT OF VIEW
SIMULTANEOUSLY STITCHED INTO THE FABRIC OF THE ILMIC
of the directorial gaze. In DeepRed 'RGENTO EVENTUALLY REINES THIS
threatened spectatorship. During Amanda Righetti’s murder, while the victim is

walking through the corridor of her house, an eye stares out from the darkness of

AN OPEN CLOSET IRST SCRUTINISING THE SURROUNDING Al
THE CAMERA WITH A PENETRATING GAZE 'ALLANT B
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Whatreally distinguishes Deep Reds spectacle of death fromthe aforementioned
gialli , however, can be found in Argento’s ability to show murder as a mere act
of artistic creation. This equation — responsibility for which effectively shifts
from the director, as behind-the-scenes narrator, to the murderer, as diegetic
set designer — is aesthetically and symbolically conveyed with the victims
being placed in a position mimicking pictorial iconography and their eventual
transformation into objetsdart THROUGH THE COMPOSITION OF THE
in Deep Red Argento immortalizes his victims in a hyperrealist picture of death
BY EMPLOYING A VARIETY OF REmMECTING SURFACES SU¢
AND BY EXPLORING ALL POTENTIALITIES OF THEIR LIGHT
of reality become indistinguishable from one another, and the focus on the
latter generates a kind of nightmarish fantasy in spite of rigidly explicit factual
details. All murder set-pieces, in fact, end up with the frozen image of the corpses
REmMECTED IN HARSH REmECTIVE SURFACES SUCH AS TH
(ELGA A REmECTING WALL IN THE CASE OF IMANDA AND
"lIORDANI AND IN ALL THESE CASES IRGENTO FOCUSES O
CORPSES AND THEIR REmMECTIONS CREATING AN OPTICAI
n = 4HIS OPTICAL ILLUSION GENERATED BY THE ALIG
ALSO LIES AT THE HEART OF 2ICHARD %STES S HYPERRE.
[Fig. 33.] In this series of canvasses depicting some downtown areas of New York,
Estes did not work on the direct depiction of the objects. Rather, he shifted the
focus from the objects onto the effects of light and shadow that were generated
BY THEIR REMECTIONS ON SHINING SURFACES SUCH AS
building, a shop window, a telephone booth, or a pool of water in the street.
These clean surfaces are the only subjects of the canvasses, and Estes’s realities
appear distorted, fragmented, and inverted according to their alignment to the
shining surfaces. In some examples, a wall divides two scenes, such as the inside
and the outside of a bus or of a shop window, causing a juxtaposition of real and
REMECTED IMAGES AND OF IMAGES REmMECTED IN THE R
compose such canvasses, Estes used to stand between two and ten feet from a
storefront, which was usually made of glass. Then, he aimed his camera straight
up the street to create a single centred vanishing point. Approximately half of the
RESULTANT PHOTOGRAPH AND THE SUBSEQUENT PAINTIN
half (Meisel 1986, 57). Similarly, Argento employed the same effect in Deep
Red S INAL SHOT OF THE MURDERER S DEATH !S SOON AS
Marc, her heavy necklace wedges into the elevator shaft decapitating her. The
act of decapitation is shot in gruesome detail with the extreme close-up of the
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woman’s chain slowly splitting her throat and her mouth secreting a yellowish

substance as a result of the process of beheading. Following this, Argento makes

a cut to a close-up of Marc’s distorted and inverted IMAGE REMECTED IN THE F
blood, creating an illusionist effect (Toffetti 2008, 158). [Figs. 34—35.] The shot’s

richness of visual information is comparable to Estes’s canvasses, as the dynamic
INTERPLAY BETWEEN THE IGURE THE REmMECTED VISUAL EL
perfection of the execution enhance each other to create a synergistic balance and

tension that give this sequence a highly hyperrealist effect.

The Trompe-I'Oeil : the Invisibility of the Visible
Through the Artwork

4HE OPTICAL ALIGNMENT OF IMAGES dstubed &ldudtl REMECTIOI
IN TERMS OF NARRATIVE AS IT CONTRIBUTES TO THE INAI
which the serial-killer's identity is eventually revealed. As Sébastien Bazou has

pointed out,* TO ENTER ONE OF 'RGENTO S ILMS IS TO ENTER
full of signs to decipher [...]. The viewers are at once masters of the game and

totally manipulated by it, free to interpret all the signs and symbols presented to

them or, on the contrary, free to let themselves be driven along in a ghost train”

(2009, translation mine). * Bazou's consideration suggests a cinema centred on

the importance of sight, in which both the story and the visual composition of

THE ILM ARE CONCEIVED AS A UNIQUE BLEND THAT IS ABLLI
the viewers’ ingenuity. This is the case of Deep Red, in which every single detalil

becomes an indispensable piece that contributes to the whole structure of the

ILM S NARRATIVE AND VISUAL IMPACT ! TYPICAL EXAMPLE C
in the sequence in which Marc witnesses Helga's murder from the adjacent

piazza and rushes to the woman'’s apartment to try to help. While walking down

a corridor lined with Edvard Munch-style paintings, Marc fails to realize that

one of the paintings — in which four ghostly women are painted — is actually

a mirror in which the murderer’s face can be clearly seen — thereby confusing

representation with reality and not realizing the importance of what he saw until

it is almost too late. [Figs. 36—39.] As a result, the audience also are drawn to

the same mistaken conclusion, particularly as in the sequence the whole of the

mirror is visible for only a single frame and the fast dolly shot makes it nearly

3 /IRIGINAL QUOTATION hENTRER DANS UN ILM D 'RGENTO C EST ENTREF
de signes a déchiffrer [...]. Le spectateur est a la fois maitre du jeu et totalement manipulé, libre
de surinterpréter tous les signes et les symboles qui se présentent a lui ou, au contraire, libre de
se laisser guider dans un train fantobme.”
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impossible to focus on the relevant part of the screen in time to take in the vital
DETAIL !T THE ILM S CLIMAX HOWEVER !RGENTO GIVES
Marc returns to Helga’s apartment in order to remember what happened, the
director zooms in to a close-up on the serial-killer's face, which becomes visible
in the mirror together with the painting. [Figs. 38—39.]

Since The Bird with the Crystal Plumage , in which Sam Dalmas tries to solve
a series of crimes by codifying the meaning hidden behind an old naif painting,
pictorial repertoire in Argento’s cinema has sometimes served to recreate the
backbone of the story through artistic images and their possible interpretations.
In Deep Red, Argento takes a step forward in this sense by breaking down
the epistemological system of knowledge through art and, as a consequence,
disrupting the reasonable and discursive order of traditional storytelling through
THE MEDIUM OF PICTORIAL ICONOGRAPHY -ORE SPECIIC/
paradox, the invisibility of the visible, through the artwork. In the sequence, art
confuses Marc and, at the same time, denies full understanding to the audience
following the scene by employing the medium of  trompe-l'oeil . The trompe-I'oeil
is a pictorial technique that aims to trick the eye by making the audience think
they are seeing an actual object and not a painted one. In Deep Red, Argento
produces the opposite effect in that a tree-dimensional object is perceived as two-
DIMENSIONAL -ORE SIGNIICANTLY IN THE SEQUENCE !
the narrative trope typical of the giallo formula, which is the fragmented and
misleading sight of the eyewitness in relation to the true situation, through the
medium of a pictorial technique.

The theme of the short-circuiting of sight that is typical of the giallo formula
in the sequence is also achieved through a technically sophisticated combination
of complex camerawork and unsettling soundtrack, which seems designed to
mobilize the audience’s attention and eventually manages to mask the essential
detail from sight. As Jean Baptiste Thoret (2003, 83—84) has suggested, the tracking
shot in the corridor has the function of directing the viewers’ gaze towards the
bottom of the frame and does not allow them to make the difference necessary
to discover the right sign. If the viewers go back to Helga’s murder, they will
DISCOVER THAT THE SERIAL KILLER IS REmECTED IN THE
to see her without using the still frame facility. Moreover, the mirror is positioned
AT THE EDGE OF THE FRAME SO THE AUDIENCE WATCHIN
version would have even less chance of spotting this pivotal moment. Quite
simply, the audience could not possibly be expected to see the murderer and
solve the puzzle, as they have not been introduced to the character at this point
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ofthestory /N THE CONTRARY THE MURDERER S REmMECTION IN
function of isolating the detail from a general context by freezing itin a tableau of

watching. As Argento has stated, “ the mirror fascinates me because of its power

to isolate the detail from its general context. A vision of the whole is sometimes
DECEIVING AND MISLEADING FOR BOTH THE CHARAETER IN
detail shown in the mirror can be distinguished more easily” (Giusti 2010, 494,

translation mine). * 4HUS THE REmMECTION IN THE MIRROR FOCUS
ATTENTION ON WHAT "ARY .EEDHAM pundtdns, WhiEhNST ITED A S
a consequential detail that punctures the eye, adding something that the  mise-

en-scene and narrative cannot contain and foretell. A vision of the whole can

deceive and mislead both the protagonist and the viewers, but any single detail

that is projected into a mirror can be spotted more easily. In  Deep Red, the simple

ACT OF SEEING IS NOT SUFICIENT TO FULL UNDERSTANDINC
audience is a riddle that must be analyzed constantly and broken down to the

smallest detail to ensure a solution.

Conclusion

Deep Red is a typical example within Argento’s body of work to show a

sophisticated interplay of artistic imagery, complex camerawork, and unsettling

soundtrack. In this respect, as this article has demonstrated, artistic imagery

becomes an indispensable piece that contributes to the whole structure of the

ILM S NARRATIVE AND On $éedne hiavd? &1iic imagery reinforces

Deep Reds stylistic and technical innovation through the medium of a
CONSOLIDATED PICTORIAL REPERTOIRE 3PECIICALLY !RGI
of the close-up and extreme close-up, and the progressive rock soundtrack with

an artistic subject matter that is typical of hyperrealist painting of the late 1960s

and early 1970s. The relationship to the hyperrealist painting of the late 1960s

AND EARLY S IN THE ILM IS CLEAR THROUGndrkélHE DIRE
camera in the depiction of the killer's toys which is reminiscent of Charles

Bell's paintings of vintage toys and marbles. In a similar manner, Argento’s use

of lighting in the multiple murder set-pieces is comparable to the light effects

of Estes’s paintings of the 1960s. The photographic-type accuracy with which

Argento focuses on surfaces encourages the audience to pay full attention to

4 Original quotation: “cid che mi affascina dello specchio € il suo potere di isolare il dettaglio dal
SUO CONTESTO GENERALE 5NA VISIONE DELL INSIEME A VOLTE INGAN
sia lo spettatore. Il dettaglio proiettato nello specchio si distingue con piu facilita.”
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the aesthetic and intrinsic qualities of the objects represented rather than to the

narrative progression of the sequences involved. Apart from the aesthetic and
SYMBOLIC VALUES OF ARTISTIC IMAGERY IN DEINING !RC
effectiveness, art-historical repertoire also assumes an essential role in terms

of (meta)narrative. Argento utilizes the pictorial device of the trompe-l'oeil in
ORDER TO MISLEAD BOTH THE ILM S PROTAGONIST AND
detail that would lead to the resolution of the case. Thus, the  giallo theme of the
amateur detective’s misleading sight while witnessing a crime is symbolically

reiterated by the effect of a pictorial technique . For all these qualities, Deep Red

IS THE IRST O RéteR safgNifa@esSin which artistic imagery, narrative, and

style come together in a highly powerful blend.
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Abstract. The paper focuses on a characteristic of Andrzej )U‘AWSKI S

aesthetics which has been ignored by most of the critics who emphasized the

impact of surrealism and the taste for provocation in his cinema. Meanwhile,

THE “UVRE S & RENCH PERIOD IS OBVIOUSLY CHARACTERIZED
MEDIA REmEXIVITY AUTOBIOGRAPHICAL AND LITERARY BAC
JN THESE ILM DRAMAS THE TOPIC OF LOVE BEAUTY AND
interconnected with a sophisticated narrative strategy using intermediality

and intertextuality in a complex way. In Fidelity (La Fidelité , 2000),

JU'AWSKI PUT PHOTOGRAPHY AND LITERATURE IN FOCUS AG/#
thoughts and emotions in their complexity, surpassing the limitations of

the linear narrative. A certain semiotic double-codedness is provided by

either intertextual references or the hidden meanings based on the symbolic

LANGUAGE OF mOWERS USED AS DIEGE)JUCAWIEKIAPHORS
thematizes photography that makes us conscious of our experiences from an

aesthetic distance, even in an ironic manner.

Keywords: S ELF REmEixéivnetiglity, adaptation, intertextuality,
PHOTOGRAPHY POETRY LANGUAGE OF mOWERS IRONY

2EMEXIVINIV AW SKI

Andrzej JU'AWSKI S CINEMA IS USUALLY INTERPRETED BY HIG
leitmotifs as cruelty, hysteria, anarchism, mad love, and absolute liberty.

Robert Hammond compares J)U'AWSKI TO 7ALERIAN "OROWCZYK hIN
provocation and spectacular effects” (Ford and Hammond 2005, 148) claiming

that they “squandered their gifts on unworthy and sensational productions”

(Ford and Hammond 2005, 144). Michael Goddard refers to the shortcomings

of contextualization in the third generation of Polish cinema, in the Polish

New Wave, as well as to the focusing on surrealist characteristics (Goddard and

Mazierska 2014, 237-238). Investigating the subversive aspect of )U‘AWSKIAN
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cinema, Goddard underlines that the French period is “aesthetically and

stylistically distinct from his Polish work” (Goddard and Mazierka 2014, 248),

THE LATTER BEING INmMUENCED BY SOME OF THE WORK
by Contempt (Le Mépris, 1963) and Pierrot le fou (1965), and “was certainly

inspired by Godard’s disregard for conventional narrative structures” (Goddard

and Mazierska 2014, 238). Goddard stresses the importance of performativity

and intertextualityin  J)U*AWSKI S &RENCH CHEEMS FREBMORTANT 4
Love (L'lmportant c’est d’'aimer , 1975) to Fidelity (La Fidelité , 2000). Based on

the above-mentioned narrative aspect of subversivity, | shall study  Fidelity in
TERMS OF REMEXJVIAWSKAKINERARLIER &RENCH CINEMA IN
JN THESE ADAPTATIONS INTERTEXTUALITY AND AESTHE"
pivotal, and so is intermediality.

JU'AWSKI HAS AN ORIGINAL CINEMATIC VOICE AS -I¢
h&EW OTHER ILMMAKERS HAVE MAINTAINED COME HELL
consistent a voice, and no one’s cinematic voice is as divisive, as ludicrously
anarchic, as viciously overwrought” (Atkinson 2008, 80). Here | shall try to map
out the narrative structure of this phenomenon, characterized by biographical
AND INTERTEXTUAL REFERENCES SELF REmEXIVITY IN
voyeurism. Itis well knownthat )J)U'AWSKI IS ALSO A PROLIIC AUTHOR
STUDENT HE WAS WORKING AS A PHOTOGRAPHER SO hH
with literature, paintings, music.” ! Cinematic allusions and visual quotations are
ALSO QUITE USUAL IN THESE ILMS WITH A PURPOSE OF
several allusions to the typical scenes and motives of Bufiuel, Godard, Truffaut,
INTONIONI -AKAVEJEV AMONG OTHERS ! SPECIAL CASE
Boris Godunov AND THE BIOGRAPHICAL ILM ON #HThe®IN AN
Blue Note — La note bleue, 1991), both being the intermedial terrain of aesthetic
SELF REmMECTION (EREBY MUST WE MENUIOWSKHE RONE M
usually composed by Andrzej Korzynski. Filmmaking and photography as mise
en abymes?are presentin 4HE -OST )MPORTANTINM4AHHE Q@ UBIME ,70MA N
(La femme publique , 1984), and theatrical spectacle has the same function in
Mad Love (LAmour braque , 1985). As we will see, in Fidelity intermediality and
intertextuality are also connected very closely.

OHOTOGRAPHY IS NOT JUST A PART OF HIspohst@Rphp"AND H I
as)U'AWSKI PUTS IT )T OBVIOUSLY IMPLIES THE FACT OF S

1 See the Filmcomment'’s interview with  )U*AWSKI IN "ARTON &UMO
2 On the transcendental mise en abyme through which an interpretation of the frame-story or the
reality itself is provided, see Dallenbach 1989, 107-116.
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THE S PHOTOGRAPHY AS AN ART FORM HAS BEEN THE MA
WHICH METAPHORICALLY DRIVES TO A GENERAL AESTHE"
ILMMAKING PLAYS AN ESSENTIAL ROLE IN THE PLOT OF HI!
poetry. In the opening scene of 4HE -OST )MPORTANT AHIENRE |[OVAE ILM
shoot going on, and one can be seenalsoin 4HE 0UBLIC .Mongo&e, the world
OF CINEMA IS PERMANENTLY PUT IN FOCUS IN A REmEXIVE
Hollywood movie posters (as potential mise en abymes of the plot at the same
TIME &URTHERMORE THE MAIN CHARACTERS ARE A PHOT
are compelled to prostitute themselves as artists, which has a symbolic meaning.
The husband of Nadine, the actress has the hobby of collecting movie-photos. It is
closely related to the aesthetic problem of the visual and narrative representation
OF REALITY EVOKING AMONG OTHERBIoWNPpQMNEENThes LM CL
CENTRAL ROLE OF PHOTOGRAPHY HELPS THE VIEWER UNDER
which emphasizes the fact that life often hides the truth that only the artwork can
help us discover. To quote Peter Goldman: “Antonioni suggests that meaning is
discovered in the creative process rather than being determined by a performed
authorial intentionality. The mimesis of empirical reality is subordinated to a
collaborative process involving the audience and actors” (Goldman 2008). The
credit for this insight alsogoesto ) U'AWSKI WHOSE OEUVRE HAS A TASTE
evoking altogether the performance and the orgiastic Vienna Actionism (Wiener
Aktionismus) of Hermann Nitsch and others. The strong theatricality, through the
body and the facticity of bodily existence points to the simultaneously subjective
and conventional character of every representation, necessarily distorting and
interpreting the reality. Besides, itis obvious that Antonin Artaud’s theater of cruelty
AND *ERZY 'ROTOWSKI S hPOOR THEATR)EV AVABDKA MPAK IONFS ONNn
2008, 81). Ecstatic and cathartic states of mind are often representedin  )U*AWSKI S
cinema, generally in an absurd, grotesque or surrealistic way. Atkinson points out
that “his sensibility is in-grown surrealist — not in terms of imagery (which is most
often grounded in absurd) but in terms of emotional eruption, disorienting texture,
mad-love worship” (Atkinson 2008, 81). This irrationality is always connected to
transgression and subversion, setting freedom against social order.

In Mad Love the scene is set in 1968 Paris, and starts with a grotesque bank
robbery committed in Disney costumes just as if it was a masquerade. The
subversive carnival-like performances suggest that the only way of social
revolution is being an outsider — as madman, poet, or criminal. As an adaptation
of Dostoievsky's Idiot THE ILM FOCUSES ON THE POSSIBILITY OF RI
to Mishkin, is an idiot, which means a kind of purity and innocence here, while
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THE OTHERS NEED DRUGS OR MADNESS TO BE OUTSIDE T
appears in the form of a theatrical mise en abyme presenting Chekhov’s Seagull
as the adequate representation of reality.

The problem of realism is linked to extremity and hysterical eccentricity in
the erotic photo shoot scenesof 4HE OUBLIC 7@QMRENAL METAILM A ILM
MAKING ILM THAT STARTS WITH AN AUDITION FOReAN AD
Possessed The date 1968 allows on the one hand a social and philosophical
interpretation focusing on violence and social change (there are several allusions
TO 3ARTRE AND EXISTENTIALISM AND ON THE OTHER H.
of the European cinema of the 1960s, including Godard, Truffaut, Antonioni and
Forman. Meanwhile, the character of Lucas Kessling, the director, can be seen
AS A ICTIONAL ANAIAWSKE BRMSELF 4HUS REMEXIVITY |
and biographical references are commonin )U‘'AWSKI S &RENCH CINEMA
language used in Fidelity is an acquired and well-mastered one.

Photography and Realism in  Fidelity

Fidelty IS AN AUTOBIOGRAPHICAL ICTION AND AT THE ¢
adaptation, more precisely, a palimpsest-like re-writing of the famous love story

of La Princesse de Cléves wrote by Madame de La Fayette in the seventeenth

century. (It was presented one year after the adaptation of Mme Lafayette’s novel

by Manoel de Oliveira — The Letter [La Lettre, 1999]). The interconnection of
AUTOBIOGRAPHY AND ARTISTIC ICTION LIES IN THE FAC"
adulterous photographer, Clélia is impersonated by Sophie Marceau, )JU‘AWSKI S
WIFE WHO INALLY LEFT HIM IN JN THE ILM SHE |
colleague called Némo. They work for the tabloid , A 6 1R Itfidrefore the visual
representation of reality is in the focus of the picture, in an ironic way. This

irony gains a tragic self-ironic accent by the W. H. Auden poems often cited in

THE ILM DRAMA THE POET BEING THE FAVOURITE ONE (
husband. Thus, we have to consider the intermedial surplus meaning constituted

BY LINKING NOVEL POETRY ILM MUSIC AND PHOTOGRAF
THE INTERCONNECTION OF REALITY ICTION FideBSIRES Al
obviously linkedto )U‘AWSKI S AUTOBIOGR)AREBECAIN NDEVLETY I\
WHICH HE WROTE THE STORY OF THEIR BREAK UP 4HUS -
implying a biographical “reading,” in which the viewer has to solve a puzzle to

grasp )JU'AWSKI S THOUGHTS AND FEELINGS ABOUT THE LO
wife. Intertextuality and intermediality both serve as a mask to hide the factual
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and too personal character of the story. Therefore, he elaborates a complex, at
once cryptological and double-coded communication.

4HIS DOUBLE CODEDNESS IS REPRESENTED BY THE INTERN
PIECES BEING A FORM OF STILL LIFE 4HE LANGUAGE OF mO\
JU'AWSKI COMBINES THIS SYMBOLIC SURPLUS MEANING WIT
SELF REmMECTION REPRESENTED BY PHOTOGRAPHY )T RES
SINCE NEARLY EVERY mOWER HAS MULTIPLE ASSOCIATION!
HERMENEUTICAL TASK &LOWER PIECES APPEAR SEVERAL T
a structure of hidden meanings behind the surface of the — basically literary, that is,
linguistic —narrative. It makes his words on images more plausible: “This expression
is not telling you things with words but making you see it” (Barton-Fumo 2012).
&IRST #LILIA MEETS #LNVES IN A mMOWER SHOP AND SOON
in a symbolic manner she treads on the bunch made for Cléves’s engagement. [Fig.
1.] In the shop, Clélia askes Cléves to allow her to take a photo of the bunch of lilies,
AND THESE mOW KRSl ok puEty BRtEN®Ccence. 2 [Fig. 2.] It is obliquely
ironic when she asks if it is for a funeral. For the second time, Clélia takes photos
of a bunch of gerberas, which may symbolize love, in general, but here they do it
in an ambiguous way because red ones, like red roses, may refer to admiration and
desire, while white ones may imply pure love and innocence. In this scene, there is
a special, simultaneously intermedial and intertextual effect pointing out the limits
of narrativization: when Auden’s famous poem,  August 1968 is being recited (in
&RENCH WHILE SHOOTING mOWER ARRANGEMENTS

The Ogre does what ogres can,

Deeds quite impossible for Man,

But one prize is beyond his reach,

The Ogre cannot master Speech:

About a subjugated plain,

Among its desperate and slain,

The Ogre stalks with hands on hips,

While drivel gushes from his lips. (Auden 1969, 88.)

&OR THE THIRD TIME mOWERS GET INTO FOCUS IN THE
marriage of Clélia and Cléves. Clélia feels perplexed because of the strong desire
SHE FEELS FOR .EMO A YOUNG PAPARAZZO 3HE TAKES PF

IN ALPHABETIC CATALOGUE OF MEANINGS AND SENTIMENTS WITH A BIB
available online: HTTP WWW LANGUAGEOFMOWERS COM
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HER EMOTIONS IN A SYMBOLIC WAY 3HE SHOOTS IVE BUI
IRST ONE MOSTLY CONTAINS PINK 3TARGAZER LILIES W
means wealth and prosperity while the latter stand for secret love. [Fig. 3.] This
COMBINATION CARRIES AN OBVIOUS TENSION INTENSIIELC
BUNCH IS MADE OF RED ROSES AND HUGE RED CELOSIA C
referring to burning love (the latter's Greek etymology — kelos n IS mAME WHII
celosia also means silliness. [Fig. 4.] In the middle of the bunch, there are also
SOME ASTERS WHICH SYMBOLIZE PATIENCE BUT THIS m
love of variety. These pink asters could also mean that “I will never forget you.”
JN THE THIRD BUNCH THERE ARE SUNMOWERS WHICH MA
as devotion, hospitality, pure thoughts, or adoration, dedicated love, or even
haughtiness. [Fig. 5.] The next bunch is full of pink roses, which indicate an
affection that may turn into deeper love. There is only one white rose, on the
PERIPHERY WHILE TWO YELLOW ROSES APPEAR WHICH
one, which — as mentioned above — refers to passionate love. [Fig. 6.] Finally,
Clélia is becoming more and more perturbed while shooting a red anthurium,
which symbolizes hospitality or happiness. [Fig. 7.] She is obviously thinking
about Nemo and she is looking for him, hoping that he is on the lurk again on
the neighbour’s rooftop. In the end, after his husband’s death, Clélia takes photos
of an aloe in a strange convent where joy is the main task for the nuns, even if
it is enforced and unspontaneous. Aloe, the lily of the desert, symbolizes grief
and pain as well as healing and life, but can also refer to eternal life, implying
religious devotion, and to the opposite, to the primacy of earthly life. [Fig. 8.]

Flowers “can be totally shameless” says Clélia in an interview, just as if
responding to her mother’s words concerning the principle of honour. On this
level, there is another double-coded communication, the one of )JU*AWSKI AS AN
implied author. The Princess of Cleves as a hypotext gives an ironic accent to the
voice of the left lover known from the biography. The novel focuses on the virtue
OF IDELITY WHILE LOVE IN THE REAL LIFE LEADS TO INI
lover like Cléves — or, by analogy, like YU*AWSKI n CAN BE INTERPRETEI
tragic or comic fail. As we see, the intertextual irony constitutes a voice in which
THE hIMPLIED AUTHORV OF THE ILM CANNOT BE INDEPE!
person of the director. What makes possible to apply this narratological framework
to cinema — one can ask oneself. This is made possible by the intermedial and
INTERTEXTUAL FEATURES WHICH EXPRESS A METAVERB/
WAY "ESIDES THE ICONIC SURPLUS DIMENSION mOWER
autoreferential aesthetic function and a synesthetic potential to make us feel what



JNTERMEDIALITY AND 2EmEXINAIVY 8 KNS NDRE EIJL87

cannot be narrativized. This metalanguage unites the metaverbal and metavisual
features analysed by Marina Grishakova: “Whereas the metavisual text refers
to an inadequate or virtual verbal counterpart of the visual representation, the
excess of verbalization in the metaverbal text is meant to compensate for a lack
of visual representation — what the narrator and the characters are trying but
unable to see, or what they are only imagining to be real” (Grishakova 2010,
4HIS NARRATOLOGICAL APPROACHWERMEIAQ BENEMAC

AS WELL AS FOR A $ICKENS NOVEL ,xPEZ 6ARELA AND +HA
ADAPTED WORK WAS THE IRST PSYCHOLOGICAL NOVEL Tt
the characters’ inner thoughts and emotions in every possible way, let alone
THE SUPPOSED CONFESSIONAL INTENTION OOETRY STILL
literary background references express the complex psychology of love.

OHOTOGRAPHY AS A RECURRINCG'RESEXPHRVAREMETQNF AP
in Fidelity . At the end of the opening scene, Clélia suddenly takes a photo of his
mother, to make her an aesthetic object, in order to be able to keep a distance from
her. As an artistic photographer, she points to the hollowness and impersonality
OF LIFE IN HER PHOTOGRAPHS BY MAKING THEM OUT OF FO
ghost images. [Fig. 9.] (For reasons of space, we do not discuss the transcendent
ELEMENTS OF THE ILM THOUGH IT IS IMPORTANT TO MENT
to Clélia.) She tries to be objective when representing reality, while starts to work
in mass media, for a tabloid newspaper. Obviously, both imply related aesthetic
problems, that of realism and that of mass mediatedness. The blurred shots of the
hockey match and Clélia’s words that every good photo is “méchante” (that is,
malicious, cruel) are in accordance with )U‘AWSKI S EARLIER AESTHETICS
CONSISTS IN AN ESTRANGEMENT AN ARTIICIAL DISTANCE F
bodies. Once again, the problem of realism has a reference to the Blow-Up scene
on deciphering a modern painting. Goldman associates it with Antonioni’s
statement on reality in his 1964 essay: “We know that under the revealed image
there is another one which is more faithful to reality and under this one there is
yet another and again another under this last one, down to the true image of that
absolute, mysterious reality that no one will ever see. Or perhaps, not until the
decomposition of every image, of every reality” (Antonioni 2007, 63).

Contrary to these blurred photos, the ones taken by Némo show “the truth”
OF mESH AND BONE REALITY A SORT OF hCRUEL SCIENCE
lover puts it: “The real is photographed as it is.” For her naturalism, Clélia’s style
is “arty-farty” (“artisme”). For Clélia, to photograph the world means defending
herself against it. [Fig. 11.]
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It is worth adding that realism in the age of computer images is quite a
problematic term. Analysing the difference between traditional and digital
photography, Goran Sonesson argues that the “synthetic image” consisting of
pixels involves a disruption separating the content and its expression (S6nesson
2003, 3). Akin to language, computer image is made up by arbitrary, endlessly
repeatable elements, thus it loses either the iconic or the indexical link to reality
(S6nesson 2003, 5). Besides, it is the image which constitutes reality, opening up
a virtual dimension.

Sonesson distinguishes three types by which pictures can be described
(S6nesson 1996). He emphasizes the fact that “construction types, such as oil
PAINTINGS LINEAR DRAWINGS AND PHOTOGRAPHS FU
socially anticipated purposes, such as caricatures, publicity pictures, and
PORNOGRAPHIC PICTURES AND CIRCULATION TYPES DE
which pictures are conveyed from a creator to a receiver, such as posters, frescoes,
television pictures, and web-page pictures” (Sénesson 1997, 1).

In Fidelity , there is also a thematized tension between artistic image and press
photo, act photo and pornography, still images and tabloid reports. “Normally
we expect certain construction types, function types, and circulation types to
go together” — adds Sonesson (1997, 1). The relation between reality and the
VIRTUAL WORLD OF IMAGES IS PBRMANIKdARYY TREssEC TED |
is put into focus by the inconsistency between the construction, the function
and the circulation of those photographs taken by Clélia and Nemo, respectively.

The contingent moments of everyday life or the illegal activities need a sort

of voyeurism to be registered. These photographs then became extraordinary
frontispieces and photo reports in a trash tabloid, after being digitally remastered.

The processing is carried out spectacularly on Mac computers, as an ironic and

SELF REmEXIVE ALLUSION TO THE MORE AND MORE AGGR
movie. All this shows ironically that there is no direct relation to reality, every

IMAGE IS MANIPULATED #ONSEQUENTLY TRUTH BECAME
autobiographical layer as well, producing a radical uncertainty for the audience,

IN A REmMEXIVE AND IRONIC MANNER

Irony and Self-Irony
JU'AWSKI S ILM AS AN ADAPTATION IS RATHER IRONIC

seventeenth century like Cleves, Nemo (Duke de Nemours), or Mme Cléves’s mother.
The king (MacRoi instead of Henry II), the queen and their lovers are members
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of the management of a media empire which constantly generates sensations as

simulacra, supplements. Chevalier de Guise, the young knight who is madly in love

with Mme Cleves appears here as the little editor. He is reading and quoting Mme
,AFAYETTE S NOVEL AND MAKES A ILM ON #LILIA ,USING C
mise en abymes, justas )U'AWSKI THE DIRECTOR OF THIS ADAPTATI
pathetic alter ego bears a good portion of responsibility for the ironic effect.

Fidelity ’s intertextuality is also intertwined with irony, which interconnects the
BIOGRAPHICAL AND THE AESTHETIC LAYERS OF THE REmMEC
author-like narrative instance beyond propositions and images. The ironic and
satiric character of Auden’s old age poetry is well known. Cléves is a fan of Auden’s
poetry because of its truth, while — in an ironic manner — the title of the tabloid
Clélia works foris , A 61R,Itfidt is “The Truth.” It is hard to tell whether it is a
fake or rather a parallel reality when one reads the headline about Fidel Castro’s
death, appearing as the media context of a bad quality picture which advertises
Clélia’s photo-reportage. The ironic association points out again the distorting
function of mass media. This scene in the movie is followed by a shot in which
we see a television advertisement of a photo camera with autofocus, being right
the opposite of Clélia’s realism. The scene in which Clélia and Cléves go to bed
surrounded by her projection-prints can also be interpreted in a metaphoric way,
and in that case it would suggest that their love is as unspontaneous and fuzzy as
the real life. As a counterpart of the above scene, the real squash match of Clélia
and Nemo gives an ironic twist to the virtual tennis scene in Antonioni's Blow-

Up. [Fig. 12.] Here, they really do it, together.

"ESIDES THE AESTHETIC REmMECTIONS THROUGH BACKG
SOURCE OF IRONY IS THE FACT THAT THE ILM IS A FREE
excellent possibility to put the contemporary world of the adaptation in contrast
with the morals of the French aristocracy of the seventeenth century. In Mme
Lafayette’s novel, noblesse requires that passion should not rule obligation in any
circumstances. The autobiographical background of JU‘AWSKI S ILM n NAMEL
Sophie Marceau left him for a producer — is suited to interconnect melancholy
and social criticism. Traditions, values, and virtues represented by the high
culture of Cleves, Audenand )U'AWSKI HAVE BECOME OUTDATED IN Tt
shallow, virtual world of a consumption society formed by mass media.

Nevertheless, ) U'AWSKI OFFERS A DIALOGICAL AND SELF IRONIC
in Fidelty SINCE HIS ALTER EGO IS RATHER A TRAGICOMIC IGL
way by Pascal Greggory. Furthermore, the name of the heroine, Clélia, refers to
another seventeenth-century French novel, the Clélia of Mlle de Scudéry, often
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considered as a proto-feminist manifesto concerning love. Her allegoric Map of
Tender and the debates on the virtuous and constant love may serve as another
mise en abyme. The love triangle of Cleves, Clélia and Nemo evokes the story of
Valeria, Emilius and Herminius in  Clélia. Similarly, the ghost of Clélia’s father
IS CONJURED UP IN THE ILM FROM A POINT OF VIEW WFE
of conscience and her mother’s remorse. Thus, besides the alleged opinion of
the implied author, another perspective gets into focus, that one of the woman
who wants to “be mistress of her own destiny” (Scudéry 2005, 276), and for this
reason she rejects her suitors — constituting a polyphonic narrative structure to
dramatize moral ambiguity in romantic love.

Besides the obvious analogies with The Princess of Cleves and Clélia, another
work has to be taken into account, Lélia AN AUTOBIOGRAPHICAL ICTI
by Georges Sand. Obviously, there are important differences between Mme de
Lafayette’s love story and that of )U‘AWSKI )N THE LATTER #LNVES
importance, while Clélia had not had an abstinent attitude towards sexuality
before the relationship with him. The motive of misunderstanding is central in
THE NOVEL n IT IS CAUSED BY A LOST LETTER WHILE TH
As mentioned, the tabloid’s editor — as another mise en abyme of the director,
since he is also making a movie about Clélia and himself, — often quotes from
The Princess of Cléves, but Clélia tells him not to quote. Therefore, she refuses
THE ANALOGY WITH -ME DE #LNVES TELLING h) AM MY
rather evokes Lélia, the burned-out woman whose real-life model was Georges
Sand herself. Lélia is a sentimental novel consisting of letters and subjective
monologues put together in an autobiographical and allegorical manner. Lélia is
a disillusioned thirty-year-old woman — just as Clélia —, who is not able to be in
love, to be happy. Sténio is desperately in love with her, but she cannot requite
it. Here Sténio is rather analogous to Nemo, emancipating the point of view of the
younger teaser in a way.

To sum up, in Fidelity BIOGRAPHICAL REFERENCES AND AEST
interconnected in an intermedial way. This intermediality consists mainly
in the different functions of photography. Quotations from Auden’s poetry
and the Princess of Cleves as hypotext serve as another intermedial link, just
like the allusions to Clélia and Lélia BETWEEN LITERATURE AND ILN
intermedial approach, )U‘'AWSKI EXPRESSES IRONY AND SELF IR
problems into the focus as aesthetic realism, the possibility of narrativization,
AND MORE SPECIICALLY THE EPISTEMOLOGICAL PROBLE
Finally, another mise en abyme provides us an ironic and at once self-ironic
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stance towards realism when Clélia in a monastery is watching an American TV

adaptation of The Princess of Cléve, directed by Nemo. It has the same opening

scene asFidelity but the ending represents Nemo'’s perspective and emotions in a

parodistic way. Thus, J)U'AWSKI|I SUCCESSFULLY DISPOSES OF THE .
attached to the conventional (“realist”) linear and referential narrative structure.
Self-referentiality, intertextuality, uncertainty and perspectivism result in a

multi-referential, open-ended narrative, which requires an active hermeneutical

approach from the audience.
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