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Beauty-as-Attraction
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Abstract . This article offers a case study in intermediality and explores
relationships between tableaux vivants performances and early cinema
around 1900. It locates processes of intermedial exchange not only at the
level of form but also at the level of modes of address and reception. More
SPECIICALLY THE STUDY IS CONCERNED WITH HOW BOURGE
WERE TRANSFERRED TO THE ILM IMAGE AND RECONCILED WI
OF CINEMA IS A DISCUSSION OF EARLY ILM THEORY REVE/
hBEAUTY IN ILMv DEPENDED ON A TAMING OF ILMIC MOTION S
already been realized in performance practices of tableaux vivants. In the
subsequent analysis of the cultural context of tableaux vivants in European
VARIETY THEATRES ) OUTLINE A SPECIIC MODE OF ADDRESS
as-attraction:” an overlap of the older aesthetics of the beautiful and the
MORE MODERN AESTHETICS OF ATTRACTION 4HROUGH CONC
show how tableaux vivants became a model and source of inspiration for

early cinema, thus bringing to fruition the two-fold address of beauty-as-
attraction in a new media context. *

Keywords EARLY CINEMA INTERMEDIALITY ILM THEORY ART P

“Living photographs are about as far from being things
of beauty as anything possibly could be.”
Cecil Hepworth (1896, quoted in Bottomore 1996, 137.)

Film pioneer Cecil Hepworth’s harsh judgment (quoted in the motto)
NOTWITHSTANDING MANY OF THE EARLIEST ILMS AND ILM |
painterly effects and were advertised as especially artistic and beautiful. Examples
include the scenic views of waterfalls and sea waves by the American Mutoscope
AND "IOGRAPH #OMPANY SEE -USSER t THE MANY ILME

1 A longer version of this article was published in German in Film Bild Kunst: Visuelle Asthetik
DES VORKLASSISCH E &d. 3drd) 8tMvdinitzSand Daniel Wiegand. Marburg: Schiren,

2016 (Zurcher Filmstudien 34). | would like to thank the series editors for permission to publish
a shortened version in English.



10 Daniel Wiegand

paintings by producers such as Lumiére, Pathé, and Gaumont (see Robert 2018),

and the screenings by female itinerant exhibitor “Mme Olinka,” advertised as

“living watercolour photographs of the highest artistic value.” 2 These artistic

TENDENCIES CAME TO THE FORE AROUND WHEN [INT

increasingly catered to highbrow audiences and intellectuals began to write about

ILM AS A VALID CULTURAL EXPRESSION )N "ERMANY IN F

-ELCHER (ERMANN (EFKER AND (ERBERT 4ANNENBAUM DI

AND DEVISED IDEAS FOR ARTISTIC ILM PROGRAMMES PA

Richard Wagner's Gesamtkunstwerk . Many of these discussions revolved around

IDEAS OF ILM AS hPAINTING IN MOTIONv AND AS AN EXPRI
Beauty was a key concept of bourgeois culture at the time, especially in the

German Bildungsburgertum .* The ideas associated with it were largely derived

from an everyday understanding of classical idealist aesthetics and neo-platonic

thought that circulated in popular books and magazines. They implied the

equation of Beauty and Art, the association of the Beautiful with the True and the

Good (at the time often capitalized in English), and an emphasis on harmony and

perfect proportions. These conceptions were often modelled on the classical art of

antiquity, including its afterlife in neoclassicism and contemporary art, as taught

and practiced at the big art academies. Although these ideas and preferences

contradicted more recent trends in philosophical aesthetics and the emerging

art movements of modernity, they nevertheless profoundly shaped the cultural

life of the bourgeoisie and its interaction with mass culture. Thus, attempts to

ADAPT BEAUTY AS A VALID CATEGORY FOR THE NEW ME

CONTRADICTORY IS PREVIOUS RESEARCH HAS ABUNDA!

were indebted to the aesthetics of attraction rather than to the aesthetics of

CLASSICAL ART )N MANY INSTANCES ILMS AIMED LESS

than at the satisfaction of Schaulust, that is, of sensation-seeking visual curiosity

(see e.g. Gunning 1986 and 1995; Schwartz 1995). According to Tom Gunning,

early cinema’s “aesthetic of attraction” was, in fact, almost an “anti-aesthetic”

(1995, 123) in terms of traditional notions of art reception. °

2 Der Artist vol. 668 (1897), n.p.

3 Some of these authors’ texts have been translated into English in Kaes/Baer/Cowan 2016. For
texts in German see Schweinitz 1992 and Diederichs 2004.

4 7HILE THIS ARTICLE DISCUSSES INTERNATIONAL ILM PRODUCTION
is largely German. Among other things, the titles of popular middle-class periodicals such as
Die Schonheit (Beauty) and Schonheitskult (Cult of Beauty ) or events like the 1909 “Schénheit-
IBENDEvVv "EAUTY .IGHTS |IN "ERLIN SEE 2UNGE n POINT T
notion of beauty in turn-of-the-century Germany.

5 &OR AN OPPOSING AND EQUALLY JUSTIIED POINT OF VIEW ON EARL



Tableaux Vivants, Early Cinema, and Beauty-as-Attraction 11

In the present essay, | examine the arguments, aesthetic choices, and
reception strategies that were necessary in order to connect the cinematic image
to conventionally bourgeois notions of beauty. © As | will show, the idea of the
hBEAUTIFUL ILM |IMA G E V" ¢téhtdryrésuied RdnYa complex interplay
of theoretical discourses, stylistic practices, and novel audience expectations.
3PECIICALLY ) ARGUE THAT THE AESTHETICS OF MOTION
capacity to contradict common notions of beauty and was therefore often tamed
or domesticated — both in theory and in cinematic practice — in order to pave the
WAY FOR THE hBEAUTIFUL ILM IMAGEvV AS A THEORETICAL C
This domestication was not a mere process of suppression. In fact, | argue
THAT A NUMBER OF ILMS FROM AROUND USED A SPECIIC
emphasized what | call “beauty-as-attraction.” This was an amalgamation of the
aesthetics of the beautiful (associated with traditional art forms such as painting
and sculpture) and the aesthetics of attraction (which characterized much of the
era’s popular visual culture). My claim is that this mode of address had existed
BEFORE n AND CONTINUED TO EXIST n IN VARIETY THEATRI
performance tradition of tableaux vivants, which thus served as a model and source
OF INSPIRATION FOR THESE EARLY ILMS 4HE PRESENT AF
issues of intermediality, locating the interaction between classical art forms, early
ILM AND TABLEAUX VIVANTS AT THE LEVEL OF SPECIIC MOL

Arrested Motion: Domesticating the Moving Image in
Early Film Theory

4HE IRST CINEMATOGRAPHIC PROJECTIONS PRESENTED A
which was also advertised as such by exhibitors. The German travelling cinema

/HR FOR INSTANCE CALLED ATTENTION TO ITS ILM SCREE
with other moving-image devices in 1904: “what a difference between these

primitive machines [referring to the zoetrope and the electrotachyscope] and

THE CINEMATOGRAPHU 4HE EXTRAORDINARY PROGRESS IN
made it possible for this machine to capture everything that plays out in front of

the camera in the smallest conceivable partial motions.” 7 The passage suggests

THAT THE PROJECTED ILM IMAGE DOES NOT JUST TRANSFO!
delineated objects into pronounced movements; rather, it sets everything in

6 For a similar perspective on these processes of adaptation see Curtis (2016).
7 Programme booklet of the Ohr travelling cinema, 1904, Nérdlingen city archives (call number E
IV 1, 6).
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motion. This alludes to an aesthetics of motion such as can be observed in many
of the Lumieres’ early outdoor scenes, which show bathing people, arriving
LOCOMOTIVES OR LIVELY STREET TRAFIC 4HESE IMAG
surface, so to speak, as if they were composed of a multitude of synchronous and
interpenetrating micro-motions. 8
To many contemporaries, the “life stirring thousandfold” ° IN EARLY ILM FOO’
did not appear as the result of deliberate artistic creation, but as a merely technical
reproduction of an external reality. As early as 1896, British journalist O. W.
Winter thus wrote: “here, then, is life; life it must be because a machine knows not
how to invent; but life which you may only contemplate through a mechanical
medium” (1996, 14). This impression of “life,” a trope in many comments of the
TIME WHICH WOULD EVENTUALLY LEAD TO THE NOTION OF
not refer to a gentle animation emanating from within (as suggested by the Latin
anima, which means soul, or breath). Rather, it means a technically reproduced
exterior motion that is beyond the grasp of the human mind. As Winter writes:
“we cannot follow the shadows in their enthusiasm of recognition” (1996, 14).
As it seemingly evaded any artistic shaping, cinematic motion offered an
entry point for the unplanned, the unpredictable, and the contingent in the
eyes of contemporaries (see Doane 2002, 137).% )N THIS REGARD ILM WAS
manifestation of a loss of control, because it opened up the image — hitherto
almost invariably seen as the result of an immobilizing human act of creation
— to life, a life that, in modernity, was increasingly conceived of as constantly
changing, contingent, mechanically induced, and therefore not fully controllable.
This new cinematic aesthetics of motion held a great fascination for many
spectators and could thus also be employed in advertising. At the same time, it was
obviously hard to reconcile with the traditional — and still dominant — bourgeois
notion of beauty, which was inextricably linked to ideas of the meaningful and
spiritual. While classical aesthetics did include the beauty of movement in the
concept of grace, this referred to “willful movements [...] which express moral
sentiment,” that is, a meaningful emotional expression ultimately radiating from
within  (Schiller 1992, 339-349). But contingency as a visual effect, insistently

8 Explicit distinctions between the cinematograph and other moving image devices are common
at the time. In 1896, for example, Uruguayan Luis Gonzaga Urbina speaks of a “liveliness that
the kinetoscope lacks” (2008, 45). See also Gunning 2009.
9 2EPORT ON A ILM SCREENING WITH FOOTAGE KbRlirgéd Andeigdnblétt, EAGUE |
65 (19 March 1906), 328.
10 While Doane conceives of contingency as a consequence of cinematic temporality primarily at the
narrative level, it seems equally important to me to view it as a visual effect stemming from the
mechanical reproduction of numerous small motions that are only minimally purposeful, if at all.
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ASSERTING ITSELF IN THE MOTION DYNAMICS OF EARLY ILMES
the idea of the artist whose organizing hand creates beauty by consciously shaping
reality. Beauty as an expression of meaning and order rather than of coincidence
was still a theoretical premise of neo-Kantian thought in the early 20 ™ century, as
emphasized by Georg Simmel in a 1903 essay on Kant: “art[...] organizes existence,
until it displays the summariness, the inherent necessity, the suspension from the
burden of coincidence, [...] insofar as the art work lets this form resonate into a
subjective feeling, it also contains beauty” (Simmel 2008, 170).
As cinema became a part of visual culture that could no longer be ignored, it
BEGAN TO CHALLENGE THE CULTURAL LEADING ROLE OF INE
A BOURGEOIS AUDIENCE THAT SAW ITSELF AS A REPRESEI
images must have seemed deeply unsettling. Of course, this also had to do with
the fundamentally plebeian character associated with the new mass medium,
with its sensationalist and supposedly vulgarizing subject matter that appealed
to the “lower instincts.” Yet, it was not least the motion of the images that
constituted a provocation for an aesthetic sensibility schooled in contemplative
art viewing. Often, commentators such as Max Bruns and Konrad Lange detected
nothing but “horrible confusion” and “restlessness and blurriness” (Schweinitz
1992, 274; Lange 1912, 13). Nevertheless, reactions to the new “cultural factor” of
cinema were quite diverse, even among the middle classes. Whereas a decidedly
hostile attitude initially dominated in Germany, the 1910s saw the emergence
of aesthetic concepts for a cinematic Volkskunst (popular art) that would be
acceptable to bourgeois culture (see Schweinitz 1992, 9). Efforts of this kind were
concentrated in the so-called Kinoreformbewegung (cinema reform movement),
which sought to integrate cinema into the ranks of bourgeois cultural assets, and
THUS ATTACKED THE ALLEGEDLY CORRUPTING FORMS OF P
the notion of beauty entered the scene, assuming the role of a virtual combat
TERM AGAINST hIMMORALITY v hilLTH v AND hTRIPE v 4HUS
(EFKER CLAIMED A hRIGHT TO BEAUTYvV FOR THE ILM GOING
and of youth [...] to be protected from ugly impressions that are offensive to the
senses and damaging to health” (1907). This pedagogical impetus, here linked to
the notion of beauty, was widespread in Germany. Karl Wilhelm Wolf-Czapek,
for instance, wrote in his monograph Die Kinematographie: Wesen, Entstehung
und Ziele des lebenden Bildes : “in the big catalogues, and sometimes also at
screenings, one sees images of the kind that should be cultivated, capable of
eliciting instruction, a pleasure in beauty, and the formation of taste” (1908, 102).
(OWEVER TO CREDIBLY REFRAME THE ILM IMAGE AS A SI
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a fundamentally different concept of cinematic motion, for which a potential
aesthetic value had yet to be claimed. A comment by Georg Kleibémer from 1909
is symptomatic of this need for reinterpretation: “will the image really cease
to be poetic, will it not become even more poetic when the whole image is set
into motion, especially for those who are unaccustomed to the contemplation
of artworks and lack imagination? [...] To my view it would indeed be possible
to judge a moving image according to artistic principles like composition or
execution” (Kleibémer 1909).
Reconciling cinematic motion with the laws of beauty demanded a normative
aesthetics, which avoided the particularly disturbing forms of movement causing
“horrible confusion,” while emphasizing and welcoming others that were
more easily adapted to traditional aesthetic concepts such as the composition
mentioned by Kleibomer (see Wiegand 2018b). Around 1910, various authors
THUS BEGAN TO CONCEIVE OF THE ILM IMAGE AS hPAINTI
they recognized motion as a constitutive element of cinematic imagery, they
conceptually related it to the stasis of painting, with all its attendant formal
qualities and reception categories. In this regard, cinematic motion was no longer
the disturbing Other, inevitably opposed to the artistically composed picture, but
rather its gentle expansion. This expansion was not allowed to stray too far from
painterly compositions, though, so that the static image and its status as the highest
realization of artistic standards remained ultimately untouched. Accordingly,
SOME WRITERS IN THE '"ERMAN CINEMA DEBATE CALLED ¥
ARTISTS AND SUGGESTED BRINGING TO LIFE THEIR PAIN
suggests: “let us have all the events that preceded the single moment captured
by the painter actually play out before our eyes, with the famous picture by the
RESPECTIVE PAINTER AS THE WORTHY INALEV
JN SUM THE EMERGING ILM THEORETICAL DISCOURSE
CATEGORY OF BEAUTY TO THE MASS CULTURAL PHENOM
distinguishing “good” and “bad” kinds of cinematic motion, thereby conceptually
subjecting it to a tendency towards stasis. Structurally, these authors demanded
something that had already been realized practically in previous years, namely in
the static and beautiful displays of tableaux vivants.

11 )N EARLY ILM HISTORY THE IDEA OF hREALIZINGvV PAINTINGS IN ILM
put into practice (see Robert 2018). On the German debate about the involvement of painters in
ILM PRODUCTION SEE $IEDERICHS n
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Arrested Beauty: Tableaux Vivants in Variety Theatre

When calling for more cinematic beauty, Wolf-Czapek compares cinema’s role
in society to that of the established institution of variety theatre, which is “to be
a stage for physical beauty and physical strength, for colour- and light-suffused
joyous art” (1908, 101). The author thus draws on a bourgeois discourse of reform
that began in the late 19 " century with the emergence of the big variety stages
— which addressed a highbrow bourgeois audience — and explicitly applies this
discourse to the incipient efforts to reform cinema. The older debate, conducted
primarily in the German variety trade press, was still current at the outset of the
new reform movement aimed at cinema, and it included several authors who also
WROTE ABOUT ILM E G /SCAR '"ELLER AND ! '"BNSBERG )
the variety reformers were concerned with elevating forms of entertainment that
originated among and addressed the lower classes — such as circus shows — in
order to lend them a semblance of art for middle-class audiences.

With growing economic dominance, the middle classes had become
increasingly interested in popular culture during the late 19 ™ century, while
simultaneously looking for ways to dissociate themselves from forms of “low,”
seemingly plebeian entertainment. They were thus open to adapting the
RESPECTIVE PHENOMENA TO IT THEIR OWN UNDERSTANDI
Maase 1997, 103-107). Accordingly, the efforts of German variety reformers to
designate circus acts as art became condensed in the notion of “beauty” and in
the core idea of an “increasingly perfected aesthetics” (Guinsberg 1903). Like the
later debate on cinema, this discussion often focused on visual aspects. In variety
theatre, this primarily concerned the performers’ shapely bodies, their elegant
movements, and the design of the stage with the help of lighting and décor.
The purported link to the traditional arts was supposed to manifest itself in the
aesthetic qualities of the performances as well as in the increasingly splendid
architecture of the variety palaces.

In the course of these efforts, no other kind of act was mentioned as often and as
unquestioningly as that of tableaux vivants, that is, “the representation of works
of painting and sculpture by living persons” ( Brockhaus 1902, 1029). In addition
to animal acts, songs, comedy, and various circus acts, tableaux vivants were a
staple in the diverse repertoire of the variety stages, and they remained hugely
popular well into the 20 ™ century. Tableaux vivants were presented either by
individual performers [Fig. 1], by small groups of two to four [Fig. 2], or by larger
ensembles; in the latter case they usually operated under the name of the artistic
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director, presenting spectacular “mass pictures” ( Massenbilder). Sometimes, they
re-enacted paintings — with painted backgrounds and a picture frame to create a
surface impression —, sometimes freestanding sculptures.

For reformers such as A. Ginsberg, the “aesthetic aspect” (1906) that should
be a mark of all variety acts found its most complete expression in tableaux
vivants. They offered a convincing argument for variety theatre as a site of art and
beauty because their origins were not in travelling circus shows, but in highbrow
theatre and in the aristocratic and upper-middle-class salons of the late 18 " and
early 19" centuries. Integrated into a sophisticated culture of parlour games and
theatricals (which also included charades and masquerades), they were aimed at
the acquisition of “good taste” and the constitution of an educated elite, with the
re-enacted images belonging to an authoritative canon of art history, which the
performers literally incorporated (see Jooss 1999). Even when tableaux vivants
became a widespread attraction of popular culture over the course of the 19 "
century — appearing on fairgrounds, in circuses, and in light theatre — they never
fully shed their connotations of the artistic, contemplative, and sophisticated.
One reason for this was their subject matter: even in these popular contexts,
the tableaux re-enacted paintings and sculptures from the sphere of classical,
neoclassicist, and contemporary academic art. Henry de Vry's Gallery of Living
Pictures, for example, performed at Berlin's Wintergarten in 1894, presented
works of then-current representatives of the German and French art academies
such as Hermann von Kaulbach and Emile Bayard in addition to neoclassicist
sculptures and the Venus de Milo. 2 4HE NAMES OF THE INE ARTISTS
on the playbill, which shows how explicitly a popular attraction adorned itself
with the insignia and prestige of “true” art in order to address an educated and
art-oriented audience familiar with these names and titles, thus giving them an
INCENTIVE TO SEE THE SHOW %VEN WHEN TABLEAUX VI\
works — so-called free compositions became increasingly popular in the early
20" century — they were stylistically informed by the artistic taste prescribed
by the academies, which pervaded bourgeois cultural life. The similarities can
be seen when comparing a work re-enacted by de Vry in 1894 — Glaube, Liebe,
Hoffnung (Faith, Love, Hope) by Austrian court painter Josef Arpad Koppay —
WITH THE PHOTOGRAPH OF A TABLEAU VIVANT BY DE 6R
both consist of a frontal — or at least unhindered — view of shapely bodies seen
in their entirety, clearly standing out against a simply designed background in a
balanced overall composition. [Figs. 3—4.]

12 Playbill of the Berlin Wintergarten theatre, Berlin City Museum.
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Furthermore, tableaux vivants were especially suited to draw on notions of
beauty from classical aesthetics because — like paintings and sculptures — they
presented static images. Although the variety reformers also tried to develop
conceptions of beauty for more movement-oriented performances by describing
their “harmoniousness of movement” and “artistic elegance” (Kurz-Elsheim
1904; see also Lasker 1904), the completely arrested bodies of tableaux vivants
offered a conceptual reference point of artistic contemplation in which ideas of
the aesthetic image culminated, as it were. Thus, even when they didn’t adopt
SPECIIC MOTIFS TABLEAUX VIVANTS LENT THEMSELVES
of picture composition and art contemplation more easily than other types of
popular performance. Advertisements accordingly emphasized the “grace of
lines and of the composition in general” and the “pleasure of graceful lines.” 18
The arresting of living bodies into static images, constitutive of tableaux vivants,
can be seen as an emphatic display of the aesthetic aspect in variety theatre and
as a radical capture of the potentially ugly performing body. As if to emphasize
this point, British journalist W. T. Stead described Pansy Montague’s popular
tableaux vivants as a kind of immobilized island of beauty amid an otherwise
crudely grotesque programme: “each tableau formed an exceedingly beautiful
picture, upon which the eye, fatigued with the endless procession of grotesque
AND UGLY AND GARISH IGURES DWELT RESTFULLY AND LO
clear blue sky, or of the midnight heaven radiant with stars” (Stead 1906).

Tableaux Vivants as an “Attractional  Dispositif ” and
Beauty-as-Attraction

Although tableaux vivants pointedly referenced the tradition of art and the

aesthetic canon of bourgeois culture, they were simultaneously a visual attraction

appealing to the Schaulust of an urban and potentially multi-class mass audience.

In this regard, they followed the same dynamics of novelty and spectacle as

any other kind of variety act. They were advertised as an “unparalleled box-

OFICE DRAWvV AND hIRST RATE ATTRACTION v !S ) ARGUE
(Wiegand 2016 and 2018a), the attraction consisted in the display of well-shaped

(often scantily-clad or naked) bodies, and in impressive body control, which

allowed for the near-complete illusion of lifelessness. Furthermore, tableaux

13 Leipziger General-Anzeiger, quoted from an advertisement for the Mimiplastika Pygmalion
Gallery, in Das Programm 9 (1902), n.p.; Advertisement for Henry de Vry, in  Das Programm vol.
626 (1914), n.p.
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vivants constituted an astonishing and decidedly modern technology of image
production. Along with serpentine dances, illuminated water fountains, and
SCREEN PROJECTIONS SUCH AS MAGIC LANTERNS AND |
called dark acts ( Dunkelnummern ), for which the auditorium lights were dimmed
to show off special light effects (de Vry 1909). Starting around 1890, this included
—inherently modern — electric lights. To use an apt term by Frank Kessler (which
he employs in relation to early cinema), the tableaux vivants of the variety stages
thus functioned as an “attractional dispositif ” (2006). The technical apparatus
and the viewing situation in which the pictures were presented made them
visual attractions. The darkening of the auditorium, the lighting of the stage, and
possibly also the suspense created by the opening curtain served to focus the
spectators’ attention and captivate their gaze. Even the lighting was an attraction
in itself while simultaneously transforming the bodies on stage into a potentially
dematerialized image to be looked at (see Faulk 2004, 142-187).

Thus, at the intersection of sensational light design and aesthetic picture
composition, tableaux vivants addressed their audience both with the lure of
the latest attraction and with the promise of beauty, art, and sophistication. The
result was a kind of overlap between the aesthetics of attraction and classical
aesthetics at three different levels — the rhetorical-discursive level, the level of
picture composition, and the level of reception.

At the rhetorical-discursive level, advertisements in variety periodicals
alternately emphasized the sensational aspect and the artistic value of the numbers.
Often, these two rhetorical strategies were interlaced, as in a promotional text for
the group Les Olympias [Fig. 2]: “until now, these poses have only been presented
in white (marble) or gold (bronze). As a novelty, Les Olympias bring vivid poses
in patina (old bronze). The green hue of antique bronze has a soothing effect on
the eye, does not blind it and — making the poses stand out ever more vividly —
offers the viewers true artistic pleasure.” * What is announced as a sensational
novelty is simultaneously meant to enable artistic pleasure. The introduction of
the new hue is thus the logical consequence of a sensationalist consumer culture
always aiming for novelty, but also the result of a competent aesthetic judgment,
intended for contemplation.

In terms of picture composition, many of the paintings that typically served
as models for tableaux vivants already contained a certain attraction potential —
with bodies frontally presenting themselves to the viewer's gaze —  which readily
lent itself to the stage context. At the same time, the paintings’ emphasis on

14  Advertisementin Das Programm vol. 231 (1906), n.p.; original emphasis.
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compositional harmony and balance in the distribution of lines, surfaces, and

colours corresponded to classical aesthetics. By imitating such art works, tableaux
vivants preserved their qualities, but also modelled them into components of

an “attractional dispositif ” through immediate physical display and spectacular
lighting effects.

Finally, the overlap described above constitutes a phenomenon of reception.
The cited advertisement assumes an audience equally interested in spectacular
variety attractions and in art, indeed, an audience for whom the elaborate
presentation of the most recent art works itself is an attraction. Similarly, the
playbill for de Vry’'s Gallery of Living Pictures implies an audience familiar
with the bourgeois cultural technique of art contemplation (thus the mention of
painting titles and artist names), while also marvelling at the modern “lighting
effects and the apparatus with which the images are transformed.” 1 For the type
of spectator addressed, then, a desire for art appreciation and an appetite for new
visual sensations pervaded each other.

) PROPOSE THE TERM hBEAUTY AS ATTRACTIONYV
of address, which pitched tableaux vivants as spectacular attractions and
simultaneously pointed to their beauty and their connection to the traditional
arts. In terms of reception, this mode can be linked to a certain ~ Schaulust, albeit
of a tamed kind that was less about erotic allure, violence, or thrill, and more
about the visual enjoyment of colours, lights, and shapes. !¢ These elements were
designed so as to constantly surprise and overwhelm the sense of vision (in the
vein of an attraction), while simultaneously relating to classical aesthetics, a
traditional iconographic repertoire, and established categories of art reception.

Beauty-as-Attraction in Film

Film drew on the performance practices of tableaux vivants early on, thus
transferring beauty-as-attraction to a new media context. Among the earliest
examples are several series of productions by the American Mutoscope and
Biograph Company, either made or re-released in new compilations between

TO DE

1897 and 1903. [Fig. 5.] The Biograph Picture Catalog HIGHLIGHTED THESE Il

separately within the genre label of vaudeville views and linked them to the

15 This phrase from de Vry’'s playbill possibly refers to a revolving stage mechanism.

16 In his 1913 article Cinema and Visual Pleasure (Kino und Schaulust ), later Dadaist Walter
Serner disdainfully wrote about the “thickly powdered and besmeared nude bodies” (2016, 43)
of tableaux vivants as an example of what he termed the “harmless variety” of ~ Schaulust (2016,
42) as opposed to the true and cruel Schaulust in cinema (2016, 210).
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IDEA OF AN ARTISTIC REINEMENT OF THE ILM IMAGE hW
our series of living pictures which were put on with as great care as to models,
costumes, pose and properties as any of the largest productions of this order.
They are excellent photographically, and of the highest grade pictorially.” o

Many of the French and German productions advertised as |ILMS ARTISTIQU
or +UNSTIhamuUBd 1910 also drew on the performance practices of tableaux
vivants as seen on the variety stages at the time. Examples include Les heuresand
Le printemps (1909), two phonoscénes'® by director Louis Feuillade, who would
release a whole production series for Gaumont under the titte  ,E &ILM %STHITIQ
(The Aesthetic Film ) only a year later.*®* "OTH ILMS PRESENTED A THEM
not narratively motivated sequence of shots, showing female bodies arranged
into picturesque groups with obvious references to antique art and mythology. %
Le printemps BEGINS BY SHOWING A IELD AND A FROZEN SPR
the water is transformed into a spluttering spring and a woman in a white gown
appears above it, lying motionless for about seven seconds like in a tableau vivant,
BEFORE SHE SLOWLY MOVES HER ARMS AND PLAYS WITH T
[Fig. 6.] Soon afterwards, two children enter the scene and also start playing with
the birds, while the basic image composition remains the same. All the other shots
FOLLOW A SIMILAR PATTERN THE IGURES APPEAR AS IF |
EXISTING STATIC AND PICTURESQUE COMPOSITIONS OF n
sometimes within round or oval frames; their movements are either markedly slow
OR DANCE LIKE ;&IG = 4HE ILM IS STRIKINGLY SIMILAI
staged by Henry de Vry, for instance his Phantasmagorien, Traumbilder (dream
images), or his Schéaferspiel (pastoral) entitled Johannisnacht. These performances
ALSO PRESENTED IMAGES OF FEMALE BODIES ON ARTIIC
lighting effects that lent them a magical quality. The  Traumbilder were described
AS FOLLOWS hmOCKS OF mUTTERING BUTTERMIES ANIMA
of superbly beautiful girls (8 people) conjure up the most beautiful feast for the
eyes in dreamy light effects. An entire fairy world is created: mermaids, nymphs,
elves, mythological goddesses, shepherdesses with a large grazing herd, partly

17 Biograph Picture Catalog 1902,54. )T SHOULD BE ADDED THAT THESE ILMS OSC
CONMICTING TENDENCIES OF ARTISTIC ENNOBIEEWENT AND EROTIC I
18 Phonoscénes WERE ILMS DISTRIBUTED TOGETHER WITH MUSIC RECORDE|!
19 The publicity text for this series, written in the style of a manifesto, called for the “beauty of
ideas and beauty of form” as guiding principles (Feuillade 1910).
20 To the best of my knowledge, no copy of Les heures survives, but there are a number of historic
publicity posters, advertisements, and programme notes (see e.g. Ciné-journal no. 27 [1909],
n.p.; Der Kinematograp h no. 117 [1909], n.p.; Die Lichtbild-Bihne no. 42 [1909], Die Lichtbild-
Buhne no. 58 [1909], n.p.).



Tableaux Vivants, Early Cinema, and Beauty-as-Attraction 21

in brightest sunlight, partly in moonlight never before seen in such an effect. A
magically beautiful allegory crowns the ending.” 2! Le printemps and de Vry's
stage performance thus share the references to mythological imagery and the
interweaving of physical and natural beauty through aestheticizing light effects
AND COLOURS 7HILE DE 6RY S TABLEAUX VIVANTS EMPLOY|
Le printemps brought the luminous appearances to the screen with the help of the
PROJECTOR LIGHT AND COLOURED ILM STOCK
)N +MILE #OHL ALSO MADE SOME ILMS FOR 'AUMO
vivants. L'éventail animé BEGINS WITH A SCREEN ILLING FRONTAL
fan, which soon opens up as if by magic. Through a dissolve, women appear
on the individual fan leaves, each holding another fan in their hands. [Fig. 8.]
7THILE THE ILM SHOWS THE MAGICAL COMING TO LIFE OF A
tricks, the focus seems to be more on the resulting splendorous ornamentation
of the image: the symmetrical composition of female poses presents itself to the
audience’s gaze for several seconds without further changes through additional
TRICKS !CCORDINGLY THE 'MERICAN PUBLICITY FOR THE
Optical Company points out the impression of beauty evoked by the fan: “a
delightfully pleasing and beautifully hand-colored series of panoramic views
[...]. A large ostrich feather fan opens alternately showing each time a different
scene.”?® Ornamental “living fans” were a common type of tableaux-vivants act on
variety stages. In 1904, tableaux-vivants director Dr. Angelo appeared at Berlin’s
Wintergarten theatre with the number Der lebende Facher in Watteau Manier 2
(The Living Fan in the Manner of Watteau ), and in addition to the main attraction,
he also showed “wonderful living porcelain imitations in the style of Sevres and
-EI"EN -AJOLICA RELIEFS AND OTHER CREAT#@N.9.JIN THE II
In L'éventail animé , the living fan is the prelude to a series of six short scenes,
which illustrate the use of fans in well-known historic situations. [Fig. 10.] By
framing the individual shots with the contours of a giant fan (similar to the
circles and ovals in Le printemps THE ORNAMENTATION FROM THE IRS™
OVER INTO THE REST OF THE ILM !T THE SAME TIME THE
AND THUS INTRODUCES ANOTHER LEVEL OF REPRESENTATI
IF ARRANGED ON A STAGE RATHER THAN APPEARING IN A
completely still, the staging of the scenes is obviously reminiscent of tableaux

21 Vom Berufsleben, in Das Organ vol. 246 (1913), 10.

22 5NFORTUNATELY THE SURVIVING COPY OF THE ILM DOES NOT CONTAII
23 Moving Picture World vol. 4/23 (1909), 744.

24 Inthe 19" century, fans with motifs by French painter Jean-Antoine Watteau were popular.

25 Moderne Kunst (monthly edition) XIX/11 (1904/05), 267.
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vivants: the conspicuous parallel staging without any background, the bodies’
mostly frontal positioning towards the viewer, the overall preservation of poses
DESPITE SOME MOVEMENT AND INALLY THE LIMITED D
REDUCTION TO SPECIIC REPRESENTATIVE MOMENTS 4HI
individual episodes exemplifying the same basic idea (in this case, the fan as
a historic leitmotif) also resembles the performance structure of many tableaux
vivants. L'éventailanimé ALMOST IDEALLY FULILS WHAT AUTHORS
DEMANDED FOR ILM AT THE TIME NAMELY hTHE CLEAR
OBJECTS v THE hAVOIDANCE OF HASTY MOVEMENT v ANI
delineated against the background everywhere in the image” (1910, n.p.).

JN OTHER ILMS THE IGURES ARE IN A COMPLETE STAI
Porcelaines tendres (Emile Cohl, 1909) consists of four shots, each presenting
a short dance number. Before each dance, the performers stand still for several
SECONDS WHILE IMITATING DECORATIVE OBJECTS THAT (
imitations were extremely popular on the variety stages in 1909 (see Hellwig 1909).
JN THE IRST SHOA EOIUPEL E®Eeck@awg, two performers form the
bowl's ornamented shaft, with the lower and upper parts represented by painted
decorations. The bowl, frontally and centrally positioned, is enclosed by an adorned
frame, producing an overall impression of a symmetrically arranged ornament. [Fig.
11.] The neat composition and the dark background, against which the individual
elements clearly stand out, create an impression of pictorial coherence and unity.
After about ten seconds of complete stasis, the bowl is slowly lifted before the two
dancers gradually start moving, climbing down from their pedestal, yet without
completely abandoning their poses. While one of them eventually goes into dance
movement — which nevertheless resembles a series of pictorial moments — the
other sits down on the pedestal in a completely static pose. The shot ends with the
dancer also assuming a static pose next to the other performer.

Conclusion

In many ways, tableaux-vivants performances around 1900 corresponded to

popular middle-class ideas about art and the contemplation of beauty. At the

same time, with their overt display of luminous and spectacular body images,

they constituted an “attractional dispositif .” For the operators of the big variety
THEATRES THEY THUS FULILLED TWO OBJECTIVES SIMU
sensations and to present “art” to a bourgeois audience. By transferring the
PERFORMANCE MODES AND VISUAL MOTIFS OF TABLEAU>
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ADDRESS OF BEAUTY AS ATTRACTION WAS BROUGHT TO FRI
SCREENINGS ,(IKE THE RESPECTIVE LIVELEPERIFPRMANCES |
Porcelaines tendres presented shapely bodies frontally facing viewers, turning
them into displays of visual attractions through technological transformation while
NEVERTHELESS PRESERVING A CONNECTION TO INE ART IN
content. The successful shift from variety number to cinematic motif was aided by
the conspicuous similarities between cinema and the staging of tableaux vivants
as dark acts. In both cases, the audience’s attention was directed to a succession of
potentially dematerialized and often colourful images of light.

"OTH THE MODE OF ADDRESS AND THE ILM THEORETICAL
can be read as an expression of a changing visual culture around 1900, when the
emerging mass media entered into diverse and sometimes contradictory symbiotic
relationships with the established arts. Within these cultural negotiations, the aspect
OF IMMOBILIZATION SIGNIICANTLY INmMUENCED THE PERIOD
AESTHETIC PRACTICES AS A IGURE OF THOUGHT AND CREAT
OF BEAUTY IN ILM n FOR INSTANCE IN THE WRIAISNGELDR I HE
the process of image-creation in tableaux vivants (on stage and screen). It was only
in the modes of stasis and near-stasis, it seems, that attempts to reconcile traditional
aesthetics with the dawning of media modernity succeeded to some extent.

JN THE ILMS ANALYSED HERE THE TENDENCY TO PARTIAI
moving image produced harmonious and well-structured compositions. This
TREND OF IMMOBILIZING IMAGES SIMULTANEOUSLY APPEAI
ILM #ERTAIN MOMENTS IN THE PLOT BECOME CONDENSED |
ILMS NARRATIVE mOW WHEN HITHERTO MOBILE CONIGURAT
an instant, presenting orderly, memorable, and momentous compositions, which
often also reference well-known paintings (see e.g. Brewster and Jacobs 1997;
"LOM ISKARI (OWEVER WHAT IS INTERESTING ABO
here is that they do not resort to tableaux vivants within a narrative context;
instead, they display stasis as a visual attraction. In addition to adopting the
STRUCTURAL MOMENT OF ARREST AND THE MOTIFS FROM |
the tableaux-vivants attractions of variety theatre.

The developments outlined here are characterized by a certain ambivalence. On
the one hand, they can be seen as a conservative reaction to new forms of visual
MEDIA SUCH AS ILM WHICH SHOOK THE FOUNDATIONS OF A
and hierarchies. On the other hand, as shown above, these “conservative”
tendencies were inherently contradictory as they often united divergent notions of
THE AESTHETIC 4HUS THE DISCOURSE ON ILM AS hPAINTIN
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REMECTED THE NEED FOR RESORTING TO FAMILIAR CATE
the educated middle classes’ hesitant acceptance of media modernity. In other
words, classical image composition and the attractions of modern visual media
overlapped in the mode of beauty-as-attraction, which was therefore especially
SUCCESSFUL IN THE NEW MEDIUM OF ILM 2ATHER THAN S
NOTION OF BEAUTY ON THE ILMS DISCUSSED HERE THIS N\
complex layering of varied and partly contradictory aesthetic ideas.

(OWEVER TO MANY ADVOCATES OF ART APRbxelaAiBeSTHETI
tendres might very well have represented a tendency towards banalization, in
the sense of reducing the artistic to something merely pretty, decorative, or even
kitschy — a tendency that would occasion its own defence mechanisms over the
COURSE OF ILM HISTORY SEE 'ALT -ANY CONTRIBU
theory of the 1920s and 1930s — especially the writings of Béla Balazs and Jean
Epstein — turned decidedly against the picturesque, decorative, stylized, and
ARRESTED ELEMENTS IN ILM OFTEN CONDESCENDINGL"
as tableaux vivants (see Epstein 1988, 246; Baldzs 2010, 42). Conversely, these
authors emphasized the cinematic qualities that had already appeared in the
EARLIEST ILM DISCOURSES AROUND BUT WERE hSU
theorists. These very qualities — elusiveness and coincidence, for example — were
now being linked to the concept of beauty (see Delluc 1986, 31). 2¢

4HROUGHOUT THE HISTORY OF ILM AND ILM THEORY N
to alternately crystallize around and distance themselves from similar creative
principles and theoretical ideas. Beauty as a visual quality that is characteristic
of static and harmoniously composed images, and which had therefore already
reached its peak in painting, is one such insistently repeated topos — whether
FORMULAICALLY INVOKED IN JOURNALISTIC ILM CRITICIS
RAISED AS THE SPECTRE OF A THEORETICAL STANCE A«
shifting character of cinematic experience is the epitome of beauty.

(Translated from German by Susie Trenka.)

26 In Pretty (2011), Rosalind Galt traces a continuous line from Kant’s classic-idealist aesthetics to
THE ILM THEORY OF INDRT "AZIN IN THE S A CONNECTION EXPRE
hVALUABLEv AND THE CORRESPONDING DEVALUATION OF THE PRET’
BEAUTIFUL 40 MY MIND THIS NEEDS TO BE QUALIIED INSOFAR AS
DID NOT REJECT THE PRETTY OR DECORATIVE IN ILM SIMPLY BECAU
of idealist aesthetics and as opponents of art’s alleged trivialization. Rather, they viewed the
UNREMECTING APPROPRIATIOvbral & aNieghtiRdte Bnd ddokhed undertaking,
because for them, it suppressed what was felt to be revolutionary and new  in cinematic aesthetics
(expressed in terms such as Delluc’'s photogénie).
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Figure 1. Undated photograph of tableaux vivants performer Kitty (and dog);
courtesy of Stadtmuseum Berlin (reproduction: Friedhelm Hoffmann, Berlin).
Figure 2. Full page advertisement for the tableaux vivants group 3 Olympier in
Das Programm no. 182 (1905); courtesy of Stadtmuseum Berlin (reproduction:
Friedhelm Hoffmann, Berlin).

3 OLYMPIER

Figure 3. Josef Arpad Koppay: Glaube, Liebe, Hoffnung (1894), reproduction for
a picture postcard. Figure 4. Detail of a picture postcard with a tableau vivant by
Henry de Vry (c. 1900).
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Figure 5. By the Sea, from the compilation Living Pictures (American Mutoscope
and Biograph Company, USA 1903); courtesy of Library of Congress.
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Figure 9. Picture of Dr. Angelo’s Living Fan. Moderne Kunst (monthly edition)
X1X/11, 1904/05: 267.

Dr. Angelos ,Lebender Ficher”.

Figure 10. LEventail animé (Emile Cohl, F. 1909, © Gaumont), Figure 11.
Porcelaines tendres (Emile Cohl, F. 1909, © Gaumont).
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Abstract ) ARGUE THAT THE TROPE OF THE DOLL RECURRENT

OF -ANOEL DE /LIVEIRA IS A VISUAL IGURE THAT BEYOND N
discourse on modernity and modernism, stillness and movement, life and

death. Accordingly, | propose an overview of occurences of dolls and of

“dollness” throughout the work of Oliveira — from Aniki Bobdé (1942) to

The Strange Case of Angelica (2010) — with the aim of tracking the line of

transformations of an emblematic object into an aesthetic principle, a central

IGURE INVOLVING PSYCHOANALYTICAL CONCEPTS SUCH AS Tth
the fetish or the transitional object. *

Keywords: uncanny, doll, fetish, transitional object, modernity, modernism.

Introduction: Defusing an Enigma

-ANOEL DE /LIVEIRA IS NOT ONLY THE LONGEST LIVED ILM
until his death, which occured at the very advanced age of 106, but also one of the

MOST CURIOUS PERSONALITIES OF ILM HISTORY $ESPITE A
that used to participate regularly in prestigious European festivals, these were

ALMOST NEVER SHOWN IN ILM THEATERS THEREFORE HIS
delicacy” for cinephiles. While praised by Serge Daney (2001), Jonathan

Rosenbaum (1995) and David Bordwell (2013), just to name a few connaisseurs,

most critics are puzzled when trying to discover a clue to his cinema, a task as

DIFICULT AS INDING OUT THE SECRET OF HIS ADVANCED A
AT THE ORIGIN OF NUMEROUS INTERVIEWS PORTRAIT ILMS
example, Costa 1981; Baecque and Parsi 1999; Aradjo 2014 and Costa Andrade

1 This work was supported by a grant of the Ministry of National Education, CNCS — UEFISCDI
Romania, project number PN-11I-P4-ID-PCE-2016-0418.
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2008), all keen to set up new categories, periods, concepts and comparisons

for his somehow familiar, but still uncanny approach to cinema. The divide of

the Salazar dictatorship, the tetralogy of “frustrated loves” (see Parsi 1981) — as
/ILIVEIRA HIMSELF USED TO CALL THE PHaM 8hdWPtasentTGHHE S AN
Passado e o Presente 1972), Benilde, or the Virgin Mother (Benilde ou a Virgem

Méae, 1975), Doomed Love (Amor de Perdicdo, 1979) and Francisca (1981) —, the
collaboration with Paulo Branco and Agustina Bessa-Luis, the preference for

literary adaptations, cultural-historical topics and painterly allusions (especially

to the Impressionism) are only a few, but persistent points of reference that help

illuminate some aspects of his work, without providing, however, a coherent

clue to interpretation. Similarly, based on the comparison of his style to different
MOMENTS OF ILM HISTORY SUCH AS [Mabdur 'da eI BAuroAVANT
River [Douro, Faina Fluvial , 1931], Ruttmann 's Berlin: a Symphony of a Great

City [1927]), the Iltalian neo-realism ( Aniki Bobo, THE ILMS OF 20B
"RESSON AND HIS MODEL THEORY SOMROQUVSEQBE|OHME|
and his moral tales), Bufiuel (his predilection to parody, critique of bourgeoisie

and thematization of fetishism), it can be stated that none of these similarities
BECAME CONSTANT IN HIS WORK AND THESE DO NOT EVE
CALL HIM A hMODERNISTvVv ILMMAKER 4HE MOST COMPLET
has been realized so far by Mathias Lavin, who in his book, La Parole et le lieu

(2008) analyses one of the fundamental aspects of the Oliveirian cinema: the

tensionate relationship between word and image, the gaps, delays and excesses

that are responsible for the often disturbing effect on spectators. However, while

setting up a coherent method for the analysis, this work doesn't fully illuminate

the intertwining of an original philosophy of cinema with a life philosophy that

comes to the fore in interviews. | argue that the visual excess characteristic of
/ILIVEIRA S ILMS IS NOTHING ELSE THAN A IGURATION OF
with the mystery of life and death, history and ultimately, time. His attraction to
SINISTER UNUSAL UNCANNY TOPICS REmMECTED IN MAN®
like “doomed,” “strange,” “magic,” “eccentric” is paired with a style that often

seems familiar, just to be subverted, parodized or interrupted most unexpectedly.

Atthe same time, the mannerism and aestheticization, the all-pervasive preference

FOR THE STILL ED IMAGE PAINTERLY COMPOSITIONS AN
the constant intention of the Western man to hold back time and grab the instant,

in accordance with Agamben’s view on aesthetics as the destiny of contemporary

art: “thus aesthetics is not simply the privileged dimension that progress in the

sensibility of Western man has reserved for the work of art as his most proper
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place; it is, rather, the very destiny of art in the era in which, with tradition now
SEVERED MAN IS NO LONGER ABLE TO IND BETWEEN PAST
present, and gets lost in the linear time of history” (1999, 69).

'LL OF /JLIVEIRA S WORK AFTER HIS RETURN TO A VERY PRO
OF THE S CAN BE SEEN AS AN INTENTION TO SAVE TRADITI
UNINISHED PROJECTS FROM THE BALAZAR ERA WHEN HE WAS
(or unable) to recognize himself in the present (he is already in his sixties at the
TIME OF HIS RETURN AN AGE AT WHICH OTHER ILMMAKERS
past to the present, arguably with the aim of making the present more familiar. This
is the role of his many literary adaptations (most of them from Portuguese works
andfromthe19™ CENTURY AND A FEW ILMS OF OORTUGUESE HIST
7THAT IS STRIKING ABOUT THESE ILMS IS THE ANACHRONISM
connections to the present: young women dying of tuberculosis, people dying of
grief and longing, moral stories about a decadent bourgeoisie, the self-destructive
life of a 19 "-century author, lives of historico-cultural personalities from the 19
CENTURY JUST TO NAME A FEW TOPICS 3IMILARLY SETTIM
NOT REVELATORY OF ANY SPECctéatuiyt ®dostumed, Fashidre
items, cars and interiors represent a great heterogeneity of styles and periods,
undermining, again, the actuality of the narrative and creating an uncanny effect.

Under these circumstances, only one reality persists: that of the single image

that becomes the sole present, or rather,a PRESENCE #ONMICTED WITH A \
narrator or a voice-off reading of texts, characters’ dialogues or monologues and

text inserts, the carefully framed image often concentrates the meaning of the story
EMBLEMATICALLY METONYMICALLY OR METAPHORICALLY 4
AND IGURATION AS ALTERNATIVE TO NARRATIVIZATION IS DI
a late ars poetica of Oliveira, The Old Man from Belém (O Velho do Restelo). In

THIS SHORT ILM LAUNCHED IN 3EPTEMBER THREE FUN
Oliveira’s work intertwine along a meditation on our suspended time: a cultural

AND CIVILIZATIONAL ALLEGORY A REmMECTION ON OWN CIN
personal elements. The discussion between the four emblematic characters, seated

side by side in an eternal garden, is like a diving in history, a seed fertilizing the

memory of Oliveira. Camdes, the author of the Luisiadas, Camilo Castelo Branco
(19"-century writer, author of the classical and very popular novel Doomed Love),
4EIXEIRA DE OASCOAES WHOSE BOOK ON #AMILO IS EVOK
1UIXOTE ARE ALL EMBLEMATIC CULTURAL IGURES RECURRE
authors of adapted literary works (the case of Castelo Branco), or as models in

terms of meditation on Portuguese history.
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With its historico-meditative tone, this allegorical episode inscribes itself in
THE LINE OF A FEW ILMS DEALING WITH CIVILIZATIONAL
interest: No, or the Vain Glory to Command ('Non’, ou A V& Gléria de Mandar,
1990), A Talking Picture (Um Filme Falado , 2003) and Cristopher Columbus - The
Enigma (Cristév@o Columbo - O Enigma , 2007). A Talking Picture , considered by
many critics a response to the 9/11 attacks, is a road movie that follows a historian
mother and her daughter on their journey from West to East, from Europe towards
India, on boat, with stops at touristic sites emblematic of the encounter with the
Muslim World. While Oliveira plays with the possibility of a globalized West
where everyone understands each other despite speaking different languages (the
guests on the board of the boat do so), his visionary premonition is pessimistic,
even rootless: shortly after the cosmopolitan American captain (played by John
Malkovich) gives the little girl a doll dressed in oriental costume, bombs are
detected on board and the ship explodes before the girl and her mother (who return
TO FETCH THE DOLL FROM THE CABIN COULD ESCAPE 4H
of Malkovich’s face, lit by the blast and revealing the horror of the Medusa-effect:
TURNING STILL AS IF PETRIIED 4HE IGURATIVE ROLE OF
far by the critics (some refer to it as a “gift”); it is in fact an object, a product that
emblematically and historically concentrates the economic and political aspects
of West—Middle East relationships. As Agamben points out, the temporality of
history is more present in a toy than in historical and archaeological monuments,
to which Oliveira’s road movie seems to be dedicated. “For in the toy, as in no
other site, can we grasp the temporality of history in its pure differential and
qualitative value. Not in a monument, an object of archaeological and scholarly
research, which preserves in time its practical, documentary character (its
‘material content,” Benjamin would have said); not in an antique, whose value is
a function of its quantitative ageing; not in an archive document, which draws its
value from its place in a chronology and a relationship of proximity and legality
with the past event. The toy represents something more and something different
from all these things. [...] What the toy preserves of its sacred or economic model,
what survives of this after its dismemberment or miniaturization, is nothing
other than the human temporality that was contained therein: its pure historical
essence. The toy is a materialization of the historicity contained in objects,
extracting it by means of a particular manipulation.” (Agamben 1993a, 71.)

The toy, bought by the American captain in a bazaar, is emblematic of the
historical, economic and civilizational exchange between the West and the Middle
East, and it participates at the same time in the pessimistic, visionary allegory of
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these relationships in the 21 st century: the trip to Bombay, which throughout the
ILM SEEMED TO SIGNIFY THE HOPE OF A CULTURAL CONTINI
last scene turns into a nightmare. The death of the girl and her mother on a ship
connecting the two civilizations translates as a gloomy vision of the future of the
Portuguese nation in particular, and Europe in general, endangered by a crisis
also involving the USA.
4HE TOY OR MORE SPECIICALLY THE DOLL BESIDES ITS R
related to historicity and temporality, especially “the temporal dimension of a
‘once upon a time’ and a ‘no more,” as Agamben has shown it (1993a, 72), is a
recurrent fetishistic object that can be considered one of the major clues to the
Oliveirian work. As the “inexhaustible object of our desire and our fantasies”
(Agamben 1993b, 58), it also represents the frustration of artistic creation: for
Baudelaire, “the toy is the emblem of the relationship — of impenetrable joy
MIXED WILH STUPEIED F RdtikeThRsisDf &xtistion cfddtioi as of every
relation between human and objects” (Agamben 1993b, 57).
Oliveira’s aesthetics owes much to the myth of modernity, described by
Baudelaire in his The Painter of Modern Life (1863): the artistic creation
conceived as an adventure of the gaze turns everything into spectacle, just as
fashion and makeup transforms women into dolls and mannequins, passive
objects of the (male) gaze. Stillness, doll-ness, “to-be-looked-at-ness” or “image-
ness” of the female character, a heritage of the impressionist painting (especially
-ANET WHOSE PAINTINGS ARE OFTEN REFERRED TO IN HIS
aesthetics of the frame, manifesting in a preference for window- and doorframes,
MIRRORS )N WHAT FOLLOWS ) PROPOSE AN OVERVIEW OF
and of “doliness” throughout the work of Oliveira — from Aniki Bob6 (1942) to
The Strange Case of Angelica (O Estranho Caso de Angélica, 2010) — with the aim
of tracking the line of transformations of an emblematic object into an aesthetic
PRINCIPLE A CENTRAL IGURE INVOLVING A RANGE OF PSYC
the uncanny, the fetish or the transitional object.

Aniki Bobé and the Doll in the Window

#ONSIDERED BY MANY CRITICS APROTO NEOREALIST MOVIE
Aniki Bobo tells a story spanning only a few days of working class children based

in Porto, the home city of Oliveira. It is a tale played by non-professional children

actors and reveals serious dramas that occur on the verge between play and reality,

childhood and adulthood, life and death. The daily play of children takes place by
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the river Douro, between the river and the esplanade, a street with shops looking
at the river, an in-between space representing childhood as a transiton between
nature (represented by the enormous river) and culture/civilization, created and
inhabited by adults. This transitional condition, the coming-of-age process is
EMPHASIZED BY THE CHILDREN S RHYME THAT THE ILM S
is chanted repeatedly by the protagonists: from the rhythm which evokes archaic
rites, uncoherent words emerge denoting, in turn, animals, musical instruments,
AND BIBLICAL IGURES 4HE DISTANCE BETWEEN ADULTS Al
VERY IRST SCENE OF THE ILM THE PROTAGONIST IS PLAY
version of the toy) while his mother is preparing him for school, the bibelot breaks
and he is slapped instantly by the mother. But this scene is only a premonition
OF THE CENTRAL TOPIC THAT ALSO INVOLVES CONMICTS
WINDOW TRIGGERS A SERIES OF ANECDOTAL SCENES BY
to the girl the child protagonist is desperately in love with. The image of the doll
in the window is central for other reasons, too: it structures the narrative (on the
one hand, it halts the action, the intense play of children, who always stop to
admire it, on the other, it marks the turning points in the story) and it becomes
AN ALTERNATIVE TO IT PREIGURING THE CONTEMPLATIVE
OF /LIVEIRA *0OI0O ,OPES WAS THE IRST TO POINT OUT TH|
THE DOLL IN THE WINDOW IN THIS ILM REMECTING ON
by the point of view of the doll (Lopes 1981). Indeed, the gaze of the children is
paired with a counter shot that can only be that of the doll, a point of view shot
coming from nowhere. [Figs. 1-2.] Two possible interpretations emerge, without
mutually excluding each other: this is a projection of the children’s belief in the
magic of the toy that, just like in Playland from Pinocchio, can come to life. At
THE SAME TIME IT IS A SELF REmEXIVE INSTANT WHERE
spectator by staring back: this is again an effect established by the impressionist
painting (of which Manet's Olympia, 1863, is paradigmatic), adopted later by
cinema with the crash of the “fourth wall” that allowed characters to address the
SPECTATOR 4HIS EFFECT WILL BE WIDELY USED IN /LIV
ones in which he is opting for the frontal style, with characters reciting their lines
while looking out at the spectator (e.g. Doomed Love, 1978 or The Day of Despair,
1992), but also in others where the act of looking and the woman as spectacle
is thematized ( Abraham’s Valley/Vale Abrado , 1993), or some sort of conspiracy
between character and spectator is implied ( Belle Toujours, 2006).

In AnikiBob6 THE TROPE OF THE DOLL IN THE WINDOW IS A
(an emblem of childhood, innocence and magic), but, as we have seen, it also
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BELONGS TO THE DOMAIN OF THE IGURAL OF THE ARTISTI
SPECIIC NARRATIVE AND PROVIDING A CLUE TO THE ENTII
N. Rodowick in his Reading the Figural (2001). There are a few other pieces in
THE ILMOGRAPHY OF /LIVEIRA WHERE THE DOLL AS OBJEC"
role. Besides A Talking Picture , where it is both an emblem of the relationships
between West and East and a site of historical time, in  The Letter (A carta, 1999,
an adaptation of the French novel by Madame de La Fayette, The Princess of
Cleves, 1678, set in the present days’ Portugal) it appears as a metaphor of the
heroine (passive and helpless, stuck in the position of a child who promised
her mother not to marry the man she loves). [Fig. 3.] It also evokes the doll
in the window effect, the discourse on the (female) image as object of (male)
spectatorial desire (her admirer is repeteadly standing in front of her house,
staring at her window). Most intriguingly, this admirer, the Portuguese pop star
Pedro Abrunhosa playing himself, never removes his dark sunglases, which
makes his gaze unlocalizable. His enigmatic star-image reveals him too as an
object of the female (and spectatorial) desire, an icon.
The trope of the doll in the window launchedin ~ Aniki Bobd can be regarded as a
signature of Oliveira’s visual aesthetics, sublimated in the very recurrent image of
the (inexpressive, passive) woman in the window, exposed to a gaze that doubles
that of the spectator. In most cases the woman in the window remains a distant
image, the object of a distant longing of the male protagonist. This is also true for
the “tetralogy of frustrated loves” — the courtly, purely platonic love for a (dead,
REJECTED IDEALIZED OR MYSTIIED PERSON TURNS CHAR
IMAGES COMPOSED AS PAINTINGS AND OFTEN REmMECTED |
the woman as doll and woman as work of art overlap in painterly compositions.
The magic, the desire, the uncanny, the frustration and rejection they cause
also make the toy/doll and the work of art comparable, as in Rilke's words quoted
by Agamben: “it [the doll] makes us almost indignant at its tremendous and crass
forgetfulness; that hatred that, unconscious, has always constituted a part of
our relation to it breaks forth, the doll lies before us unmasked like the horrible
strange body on which we have dissipated our purest warmth; like the drowned
corpse painted on the surface that allowed itself to be lifted up and borne along
BY THE mOODS OF OUR TENDERNES &gaib, MiahdoMh&itWwiOU LD DR
some hedge (Agamben 1993b, 57).
The animism, fetishism and belief in magic of children in Aniki Bobo6 becomes
A RECURRENT TOPIC IN /LIVEIRA S ILMS AS AN INFANTILE W
As Mathias Lavin has already pointed out (2014, 130), both the  Eccentricities of a
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Blonde Girl (Singularidades de uma Rapariga Loura , 2009) and The Strange Case

of Angelica display the scene from Hoffmann’s The Sand Man, where the young

man falls in love with a beautiful automaton. This short story is analysed by

Freud as an example of the uncanny experience consisting of “doubts whether an

apparently animate being is really alive; or conversely, whether a lifeless object

might not be in fact animate” (Freud 2003, 5), as it is the case of the impression

MADE BY WAX WORK IGURES ARTIICIAL DOLLS AND AUTO
THIS TROPE BECOMES THE IGURE OF THE UNCANNY EFFE
photographs) animated by cinematic movement and of the opposite, of moving

images turning still, transforming into tableaux vivants, visual objects, thus
FULILLING THE DESIRE OF A FETISHIST SPECTATOR

The Beautiful Automaton

1S '/GAMBEN HAS SHOWN THE DOLL IS ON THE ONE HANI
object, because it is distant and beyond our grasp,” but “it is on the other hand
ININITELY MORE BECAUSE ITIS THE INEXHAUSTIBLE OBJE(
“in it [the doll] we would mix, as in a test tube, whatever unknowable things
happened to us, which we would see boil up and turn colors there” (1993b, 58). In
Oliveira’s cinema the recurrent voyeuristic scene in which a man is contemplating
a woman in the window (as already remarked by other critics, Fausto Cruchinho,
2010 or Lavin, 2014, for example) recalls children’s fetishistic attraction to dolls.
But beyond the fetishistic content of the male gaze that transforms the female
BODY INTO hAN UNATTAINABLE OBJECT THAT SATISIES A F
being unattainable” (Agamben 1993b, 33), the doll and doliness becomes central
IN THE /LIVEIRIAN DISCOURSE ON CINEMATIC ONTOLOGY
and stillness and the cinematic image as ultimate fetish.

Baudelaire in his The Painter of Modern Life ALREADY DEINES MOD
as “the ephemeral, the fugitive, the contingent, the half of art whose other half
is the eternal and the immutable” (1964, 13). Philosopher Stanley Cavell, on his
TURN IDENTIIES IN "AUDELAIRE S COMPELLING PRESENT
THE MYTHS OF ILM THE MODERN MEDIUM BEING THE O
SPECIIC SIMULTANEITY OF PRESENCE AND ABSENCEvV OF
and movement (1979, 42).

As | have already argued elsewhere (Kiraly 2013), Oliveira, bored with the
200 CENTURY INSTEAD OF ADOPTING A MODERNIST STYLE
IN THE LATE S HAS RATHER TURNED BACK TO THE ORIC
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RE ENACTING THE MYTH OF MODERNITY ON ILM AND BY ILI

position between the stability and stillness of plastic artworks — paintings and

statues —and the futility represented by the moving image. Playing an organic part

of his life (itself characterized by the duality of inactivity and hyper-creativity,

an active sportsman’s life and contemplative lifestyle in his vineyard, followed

BY HIS SPECTACULAR RETURN TO ILMMAKING HIS CINEM,

fascination for both technical innovation and aesthetic tradition, the machine

and the statue or painting, respectively. This duality is plastically represented

in his The Cannibals (Os Canibais A SINISTER OPERA ILM DISPL

uncanny effect generated by the tropes of the living dead and the automaton: the

mysterious count, whom the female protagonist falls in love with, turns out to be

half human, half machine, with prosthetic limbs annexed to his body. When he

removes these limbs, his body is turned into a torso, reminding of antic statues:

it reveals stiliness, eternal beauty, movement and technology in the same human

BODY A COMPLEX IGURE OF THE MYTH OF MODERNITY ;&IC
The same two-facedness of modernity is concentrated in the trope of the doll,

or the woman who acts, moves like an automaton. Echoing Degas’s painting

Portrait of Michel-Levy in his studio  (1879), in which the doll, the artistic prop

IS RESPONSIBLE FOR THE UNCANNY EFFECT AT IRST WE T

model, just to realize, from the clumsy pose, that it is an object), this motif has

BECOME IN /LIVEIRA S CINEMA A IGURATION OF WOMAN AS

Aniki Bobo , this immobile object of contemplation keeps coming back in a

SERIES OF ILMS WHERE THE WOMAN IS FRAMED AS THE ST

in Doomed Love, Francisca, The Letter, Eccentricities of a Blonde Haired Girl

or The Strange Case of Angelica. The prototype of the silent, numb female body

exposed to contemplation in the window can be found in Doomed Love, where

the lovers, Teresa and Siméo see each other through the opposite windows of

their paternal houses. They will meet only once, in a dark garden, which makes

their relationship seem fantasmatic, and melodramatic circumstances transform

Teresa into a passive marionette of destiny. We can say, by referring to Susan

Sontag’s essay The lliness as Metaphor (1988), that her sickness appears rather

AS A METAPHOR OF THE DEATH DRIVE THAT ,AURA -ULVE)\

AND WHICH IS MANIFESTED IN A TENDENCY OF ILM ACTIO

into non-action, stillness and ultimately death (Mulvey 2006, 67—81). The same

applies to Francisca, who consents to running away with her admirer, and is

taken to his house and kept there as a beautiful captive, regressing slowly into

silence and stillness, to a state of living dead — as suggested by the compositions
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and light effects that show her as a lifeless doll. This trope is also emphasized by
her monotonous way of speaking, symptomatic of her melancholy. In a similar
vein, the female protagonist of The Letter is like a puppet devoid of own will,
all her decisions being animated by the wish of her dead mother not to marry
the man she loves. Thus she becomes a beautiful automaton in the window,
admired from distance, just like the girl from  The Eccentricities of a Blonde
Haired Girl 4HIS ILM IS VISUALLY DOMINATED BY IDEALIZING
worshipped, mostly silent woman, and ends abruptly after showing the image of
the young woman falling apart like a marionette (as Mathias Lavin also points
out, 2014, 130) when her husband realizes that she is a kleptomaniac. While
LETTING SPECTATORS FALL IN THE ABYSS OF THE CLOSIN
expectations — nourished by memories of Hitchcock’s Marnie (1964) or Bresson’s
A Gentle Woman (Une Femme Douce, 1969) —, Oliveira’s artistic choice is that of
a detached contemplation that is never disturbed by the obsession of solving the
mystery of the woman. The male gaze, transforming her into a doll, worships her
ONLY AS LONG AS SHE IS PERFECT AT THE IRST SIGN OF
like a doll abandoned by children.
The same reference to the infantile aspects of fetishism prevails in ~ Abrahams’s
Valley, completed with the magic and the uncanny associated with the image
OF THE FEMALE IGURE IN THE WINDOW )N THIS ADAPTA"
homonymous novel, Ema, the main character is a disturbing presence: whenever
she appears in the window, car accidents happen in front of their house. Her
beauty has an element of sinister linked by Lord Byron with “the doomed and the
damned” (Wilson 2007, 96, 302). But mostintriguingly, she has alimp, which makes
her movement uncannily mechanic, automaton-like. Ema’s oscillation between
the traditional role of housewife staying at home and that of the independent,
modern woman crossing her boundaries is doubled by still images, tableaux
vivants getting on movement, and freeze-action images. She is constantly posing,
looking into mirrors that become a narcissistic source of love.  Pose aspause is,
according Laura Mulvey, a tool of delaying cinema, resisting narrative linearity,
addressing a fetishist spectator “more fascinated by image than plot” (2006, 164).
As | have already argued in an essay on the role of stillness in Oliveira’s cinema,
Ema is “half doll, half idol,” a female dandy, presenting herself as work of art and
constantly turning herself into an image (Kiraly 2014, 9). This “imageness” and
“doliness” makes her comparable to fashion models, whose facial inexpressivity
is due, according to Giorgio Agamben, to “the awareness of being exposed to the
gaze.” As he argues, “itis this brazen-faced indifference that fashion models, porn
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stars, and others whose profession it is to show must learn to acquire: they show
nothing but the showing itself (that is, one’s own absolute mediality). In this way,
the face is loaded until it bursts with exhibition-value. Yet, precisely through
THIS NULLIICATION OF EXPRESSIVITY EROTICISM PENETR
place: the human face, which does not know nudity, for it is always already bare.
Shown as a pure means beyond any concrete expressivity, it becomes available
for a new use, a new form of erotic communication” (2007, 90).

The uncanny effect of the expressionless doll-face is often emphasized by a gaze
that is looking back at the spectator, transforming the motionless body in the image
into a disquieting presence. As Manet's Olympia TESTIIES THIS IS BE’
THE PRESENTATION OF THE FEMALE BODY AS AN OBJECT O
THEMATIZATION OF THE FEMALE BODY EXPOSED TO THE GA
autobiographical, media-theoretical and artistic-cultural representation in The
Strange Case of Angelica A ILM RICH AS THE TITLE SUGGESTS IN U
transform the beautiful automaton into a transitional object between life and death.

The Doll as Transitional Object

Dramatic circumstances like the death of a young female cousin, that of one
of his grandsons and his advanced age have continuously nurtured Oliveira’s
PREOCCUPATION WITH DEATH IGURATED AND SUBLIMATED
about strange cases of deadly, obsessive and pathological passions. Morbidity is a
CONSTANT POETICAL SOURCE FOR /LIVEIRA AND THE DEATF
of life, in accordance with Foucault’s observation: “the morbid authorizes a subtle
PERCEPTION OF THE WAY IN WHICH LIFE INDS IN DEATH IT
4HE MORBID IS THE RAREIED FORM OF LIFE EXHAUSTED W
DEATH v &OUCAULT ALSO DEINES DEATH AS hTHE LYRICAL C
his visible secret” (2003, 245).

INE OF THE RECURRENT SCENES OF /LIVEIRBo@nddlMS n AS
Love, Benilde or the Virgin Mother , Francisca, Magic Mirror (Espelho Mégico,
2005), The Strange Case of Angelica , to name just a few —, that of the death of
a young woman (coined as the most poetical image ever by Edgar Allen Poe),
strikes us as both painterly due to its composition and photographic in capturing
the moment and framing the perfect stillness of doll-like bodies. [Fig. 5.] These
TWO QUALITIES ARE RECONCILED IN THE INTERMEDIAL IC
often present in Oliveira’'s movies. The Strange Case of Angelica is further
illuminating the inherent intermediality of the cinematic image, indebted
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BOTH TO THE PAINTERLY AND THE PHOTOGRAPHIC TRAL
REmMEXIVE AND METALEPTIC BEARING NUMEROUS AUTO
mention that he casts in the role of the main protagonist his grandson, Ricardo

Trépa. The young photographer played by him is hired to take photos of a

dead young woman, Angelica, a mission that turns to be fatal for him. In the

scene of the photo session we are witnessing a reframing of the image of the

beautiful dead girl (who seems alive and even smiling in her death) that results

IN AN INTERMEDIAL mICKERING BETWEEN ILM PAINTING
making the frames, boundaries and crossings visible, thus becoming a whole
concentrated history of cinematic intermediality from painterly composition

through photographic freeze-frame to the movement dissolving the stillness.

This oscillation presents cinema again as a medium indebted both to modernity,
characterized by Baudelaire as both contingent and stable, and to cinematic
modernism that pushed the experimentation with aesthetic possibilities of the
stillness-movement duality to the extreme. The painterly composition of the

motionless body of the girl, reminding of Renoir's painting of Madame Monet

(1872)? is being reframed by the camera of the photographer, then blurred, in

a reference to the impressionist painting and revealing the materiality of the

image. [Figs. 6-7.] But the strange case of Angelica starts when, through the

lens of the camera, the girl comes back to life, in a media theoretical version of

the fairy tale of Sleeping Beauty, and evoking the uncanny effect of the beautiful

automaton. Thus, beyond this short genealogy of intermedial relationships —

including socio-cultural background, such as the practice of taking photos of

dead people, or the retaining of the moment, of the atmosphere in impressionist
PAINTINGS n WE ARE WITNESSING HERE A IGURATION C
presented as a miracle that makes the still image move. Following this scene,

the photographer becomes obsessed with this girl who is visiting him every

NIGHT AND TAKES HIM TO mY IN A SETTING REMINDING
the technique of superimposition), until one morning he is found dead in the

boarding house where he lives. This story, that can be well interpreted as an

allegory of the fatal attraction between life and death, stillness and movement,

AS WELL AS ILM AND PHOTOGRAPHY ENDS BY SHOWING
the ultimate common denominator of the two technologies. Theorized by Bazin

(2005), Barthes (1985), or more recently by Raymond Bellour (2002a, 2002b)

AND ,AURA -ULVEY THE PHOTOGRAPHIC AND STILL

2 This reference might not be a coincidence as the painting is in the collection of the Gulbenkian
Modern Art Museum in Lisbon, and Oliveira was most probably familiar with it.
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a pensive and fetishist spectator . Moreover, according to Bellour (2002a),
stillness in cinema traditionally serves to represent the non-representable,
like birth, death, or miracles of Christianity such as resurrection, immaculate
conception and apparitions, topics systematically exploited by Oliveira since
the beginning of the 1970s.

Blurring the borders of media and those between movement and stillness, life
and death refers to the ontology of photography, and by opposing stillness in the
image and stillness of the image, it reveals cinematic stillness as a trompe l'oeil .
JN THE ILMS OF /LIVEIRA THE SCENES OF DYING ARE VER
the moment of passage from movement to stillness, from the cinematic to the
photographic. The same intention to reveal the discreet line between painting,
PHOTOGRAPH AND ILM CBéildeForkhe Vigih Mdther , where the
photograph of the protagonist’s mother, framed as a painting and repeatedly
INTERCUT WITH THE ONGOING SCENE hCOMES TO LIFEvV IN -
CHANGES THEN SLIGHTLY TURNS TOWARDS US AND INALL
through her point of view, in another emergence of the uncanny. [Figs. 8-9.]
What we have here, again, is a concentrated genealogy and a revelation of the
technical mechanisms of the medium, of the movement achieved as a succession
of individual images. An exaggerated slowing down and repeated reframing turns
this scene into a real cinephile delicacy. As Belén Vidal argues, the emphasis on
FRAMING AS ARTIICE AND hINSTANCES OF TEMPORAL AND
AS IXED FRAMINGS LONG TAKES SLOW MOTION ZOOMS C
THE NARRATIVE AS A WHOLE DRAWING OUR ATTENTION TO
This ‘overwriting’ of the shot throws into relief tensions between discursive and
IGURAL DIMENSIONS OF ILMv 6IDAL

In the light of the discussion above | contend that Oliveira, through the
trope of the doll and automatons not only thematizes intermedial transitions as
IGURATIONS OF MOVEMENT AND STILLNESS BUT AS ALREA
ILM |T SE laFtransitional object between the familiar and the unfamiliar.
The psychoanalytical concept of transitional object was initially used in the
description of a developmental stage of infants that has been later extended to
THE CULTURAL EXPERIENCE OF ADULTS !CCORDING TO ITS
A TRANSITIONAL OBJECT SUCH AS A BLANKET A PACIIER
between outer and inner reality, facilitating the child’s acceptance of the new.
In Winnicott's view, “no human being is free from the strain of relating outer
and inner reality,” and transitional objects and transitional phenomena help
us negotiate that relationship (quoted by Kuhn, 2005, 401). Agamben links the
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concept of fetish with that of the transitional object that does not belong to the
internal and subjective nor to the external, but to “the area of illusion,” the location
of culture and play, a “third area” (1993b, 59). Annette Kuhn, in her Thresholds:
Film as Film and the Aesthetic Experience (2005) considers transitional processes
in adult life in terms of an aesthetic moment (a term borrowed from Bernard
"ERENSON VIA -ARION -IL NE &caBdnl\WhemtirleShecomes space
(that is, concretizes in an object) for the subject. We are stopped, held in reverie,
to be released eventually back into time proper (Kuhn 2005, 401).

In the aesthetic moment, the subject then becomes part of that reality, and that
reality becomes part of the subject, which reminds us of the phenomenological
DESCRIPTION OF THE ILM EXPERIENCE BY -ERLEAU OONTY
particularly suited to make manifest the union of mind and body, mind and world,
and the expression of one in the other” (quoted in Kuhn 2005, 405). Annette Kuhn
in her essay takes this idea even further arguing that this experience is due to a
PARTICULAR CONIGURATION OF SPACE WITHIN AND OUTS
THE ILM FRAME hTHROUGH ITS ORGANIZATION WITHIN TH
AND MOTION ILM IS CAPABLE ) WOULD SUGGEST OF RE
states of being which are commonly experienced as inner. This, | would argue,
is the site of the activity of transitional processes” (Kuhn 2005, 403). This is very
CLOSE TO ,AURA -ULVEY S APPROACH TO CINEMATIC STIL
“the longstanding reluctance of the human mind to confront death” (Mulvey 2006,
43). | argue that what makes Oliveira’s case special, beyond the aesthetic moment
achieved through a constant reframing that reconciles images of life with those of
stillness and death, is his obstinate clinging to cinema as a unique language — a
transitional object — which translates the experience of the passage between life
and death. Films become the fetishistic object capable of making this transition
smooth, just as the dead woman is helping the photographer’s passage in The
Strange Case of Angelica )N THIS ILM THE OBSESSION FOR THE B
and for photography overlap: the strangeness of Oliveira’s case consists of an
exaggerated cinephilia, an obsession with the aesthetic moment that, according
to Kuhn, “is characterized by a feeling of being, or becoming, at one with a work
of art; and this entails a sensation of crossing over a boundary and entering into
another kind of reality — and then returning ‘home,’ renewed” (2005, 404).

It might not be exaggerated to say that Oliveira is performing this experience
over and over, with the euphoria of the artist directly involved with the moving
image, in a game with the frames and intermedial possibilities of the medium,
somehow evoking the experiments of the avant-garde artists of initial times.
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Because he is not only an eccentric, a cinephile par excellence, but also a ciné-

I LSto use Serge Daney’s playful term, the son of cinema. His stories might
appear clumsy, outmoded, uncanny or too simple, but they always serve as
BACKGROUND FOR THE IGURATION THROUGH THE STILL PA
!S aGNES OETHP HAS PUT IT hSTILL IMAGE APPEARS TO B
while the spectator is invited not to a narrative decoding but to a kind of post-
cinematic contemplation over individual frames and scenes” (2011, 6). These

FRAMES MARKING INTERMEDIAL BOUNDARIES ARE ONLY P/
as | was arguing above, Oliveira manages to isolate and sublimate the still image

OF A WOMAN REPRESENTED AS A DOLL MANNEQUIN OR A
dynamics of life and death.
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Abstract. In this essay | analyse Matteo Garrone’s Tale of Tales (2015) within

THE PERSPECTIVE OF EMBODIED COGNITION ) CONSIDER IL
affective-conceptual phenomenon based on the viewer's embodiment of the

visual structures. Baruch Spinoza stands at the foundation of my analytical

approach since his thought was based on the absolute parallelism between

THE BODY AND THE MIND 4HIS PARADIGM REDEINES ANTHF
rejects dualism; however, the criticism of the rationalist ideal is also one

OF THE MAIN CHARACTE Rd&dr Mmal&s : @y stading berdqdue and

excessive characters, it allows the viewer to embody a notion of subjectivity

that is performative and relational. Therefore, by combining the cognitive

ANALYSIS OF THE ILM WITH MY THEORETICAL FRAMEWORK )
criticism of abstract rationality and present an ecological idea of the human.

Keywords: embodied cognition and cinema, sad passions, becoming-animal,
posthuman, Spinoza.

Tale of Tales IS A FANTASY ILM B A-sdhfDry@dlledtibhEof
fairytales Lu cunto de li cunti by the Neapolitan poet Giambattista Basile. More
precisely, it readapts three tales: La Cerva Fatata (The Enchanted Doe), La
Vecchia Scorticata (The Two Old Women ), La Pulce (The Flea 4HE IRST TALE
describes the obsessive and destructive maternal love of the queen of Longtrellis
(Salma Hayek) for her son Elias. The second deals with two old sisters, Dora
(Hayley Carmichael) and Imma (Shirley Anderson), who try to seduce the king
of Strongcliff (Vincent Cassel), and crave for youth and wealth. Finally, the third
TALE PORTRAYS THE MORBID PASSION OF THE KING OF (IG
which makes him lose his throne and his daughter Violet.
As it happens in many forms of popular narrative, these tales are intended to
express a moral message and an existential admonishment. At the end of these
fables in the original text, for instance, there is a small sentence that highlights the
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teachings communicated by a particular story, which are concepts and notions that
REmMECT THE MORAL VALUES OF THE BAROQUE AGE 7HAT
PORTRAYED IN THE ILM IS A SENSE OF EXISTENTIAL LIMIT
arrogance and envy, and which reminds the readers of their precarious conditions

in life (cf. Basile 1995, 52, 87, 98). Furthermore, these admonishments work also

as a kind of memento mori (remember that you have to die). As a consequence

of this conceptual dimension, the characters of the fables are humans driven by

passions, illusion and desires. They do not behave as rational and controlled

individuals and, during the events of the different stories, they experiment, at their

own expense, the vacuity and foolishness of their choices. Nonetheless, it should

be noticed that the moral teachings of the text are also intended to encourage the

readers or listeners of the time to accept their own social role and position.

JN MY OPINION THE ILM WORKS IN A SIMILAR WAY BY E¢
and an interactive dimension that stresses the role of passions (particularly sad
PASSIONS |IN DEINING THE BEHAVIOUR OF THE CHARAC"
convey exactly the same moral values. From a thematic point of view we can say
that the three tales all deal with obsessions and, in order to stress this conceptual
AFINITY THEY ARE INTERSECTED IN THE NARRATION IT T
a peculiar affective-conceptual dimension, which allows us to critically examine
the principles of modern humanism.

Theoretical Framework and General Coordinates of the
Experience

-Y ANALYTICAL ACCOUNT FALLS WITHIN THE FRAMEWORK
AND FOCUSES ON THE CAPACITY OF ILM VIEWERS TO AS¢
THEY EXPERIENCE WITH CONCEPTS AND IDEAS THUS IDE
embodied phenomenon that integrates sensation and intellection. As Adriano

$ 'LOIA AND 2UGGERO %UGENI AFIRMED WE SHOULD TAL!
bodies and minds that participate in the experience in their entirety (D’Aloia and

Eugeni 2015, 20). | also combine these notions with the neurocognitive studies of

Vittorio Gallese and Michele Guerra, who outlined an innovative description of

embodied simulation, namely the affective-cognitive process, enacted by mirror

neurons and empathic operations, which indicates a resonance and contiguity

between the screen and the viewer (Gallese and Guerra 2015, 53-55). Therefore,

IN ILM EXPERIENCE WE ARE ABLE TO EMBODY THE ON S
with the emotional states of the characters and to interact with the aesthetic
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features of the product (camerawork, colours, sound effects, cutting rate, scenic
design). We also have to notice the centrality of image schemas and kinaesthetic
expressions in cinema, audiovisual spatial metaphors that synthesize complex
intellectual models, through which we access to characters’ subjectivities and
to contextual concepts such as ideas of time, of memory and even general moral
notions (cf. Coégnarts and Kravanja 2015, 274; Fahlenbrach 2007, 107). Indeed,
we can generate conceptual models that are useful to empathize with characters
or that provide us with a general sense of the experience (cf. Smith 1995, 21;
OLANTINGA &URTHERMORE ) INTEGRATE COGNI
philosophical analyses to highlight the “ecological” and relational nature of the
medium, and our capacity to “physically” interact with concepts and complex
subjectivities through the embodiment of blocs of sensations. In general, my
approach rejects every dualistic distinction between emotion and reason, and
IDENTIIES ILM VIEWERS AS RELATIONAL AGENTS WHO PAF
with all the potentialities of their embodied minds. Therefore, | would argue that
ILM EXPERIENCE SHOULD BE ANALYSED AS AN INTERACTIVE
visualizes body states and relational systems and whose characteristics emerge as
performative and dialogical events.
'"OING BACK TO THE ILM AS THE DIRECTOR HIM&@&LF DEC
of Tales was meant to have a strong visual impact intended to create a general
sense of marvel (Garrone 2015). We can notice the prominent role that many low-
LEVEL FEATURES HAVE IN THIS PARTICULAR EXPERIENCE °
coordinates. For instance, the frequent use of saturated colour tones enhances
particular (negative) sensations and narrative situations, and contributes in giving
a “dark” and grotesque atmosphere to the experience. We can observe the constant
presence of gloomy tints and, at the same time, of bright colours to highlight the
luxury of clothes, jewels and of the furniture. Moreover, the recurrent presence
of fog and mist strengthens the fairytale and mysterious environment. In this
SENSE THE EMPLOYMENT OF MAGNIICENT BAROQUE AND ME
Castel del Monte, and the Castle of Donnafugata), of very peculiar landscapes and
sumptuous internal locations is helpful in generating a whole sense of fabulous
excess. By following the studies of Kathrin Fahlenbrach and Codru  B-Elena Morari,
WE COULD AFIRM THAT ARCHITECTURAL AND SPATIAL METAF
INMUENCING EMOTIONAL AND INTELLECTUAL OPERATIONS IN
JN THE CASE OF THIS ILM THEN WE CAN NOTICE A TYP
that connects baroque architecture and a sense of excess and incapacity to control
perception (Morari 2007, 94-95). Even the costumes and makeup (which should
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reproduce the 17 ""-century style) are characterized by this very luxurious tone.
In particular the clothes of the queen of Longtrellis, who usually wears very long
and elaborate dresses of powerful colours (mainly black and dark red), effectively
CONVEY THE EMOTIONAL INTENSITY AND THE MORBID DES
Carl Plantinga, these and other aesthetic elements, such as the cutting rate, or the
use of the soundtrack, are cognitively combined by viewers to generate the mood
OF A PARTICULAR EXPERIENCE THE ILM S OVERALL AFFEC
4HIS COGNITIVE AND EMOTIONAL DIMENSION PERYV

AND FRAMES THE VIEWER S INTERACTION THUS INMUENC|
of particular actions and elements (148-149). Furthermore, Plantinga maintains
THAT THESE AFFECTIVE ELEMENTS HELP US IN RECOGNIz
PERCEIVING OR THE SCENARIO AN EXPRESSION THAT Il
we participate in and the actions to be performed within this experiential context.
However, although mood and scenario are synthetic and unifying conceptual
MODELS THEY MUST NOT NECESSARILY BE COHERENT AN
can notice the presence of different experiential dimensions which are connected
with heterogeneous tones and atmospheres.

As the aesthetic elements discussed before already demonstrate, viewers are
immersed in fairytale and mysterious mood, but, at the same time, they are also
pervaded by excessive and gory elements (which are frequent in all the three
stories), which in turn are accompanied by an ironic and grotesque style. The
COMBINATION OF THESE DIFFERENT FEATURES GENERAT
a sense of excess and morbidity, an experiential dynamics that the characters
inhabit and the viewers patrticipate in. These general cognitive elements help
viewers to frame the destructive and passionate behaviour of the characters
and motivate their actions by creating a sense of existential instability, which
combines affections of marvel and horror.

Engaging Sad Passions and the Connections with
Spinoza’s Philosophy

4HE BAROQUE AND FANTASTIC TONE OF THE ILM PERM
of both the environment and the characters. | would argue that this effect is
REACHED ALSO THROUGH THE DESCRIPTION OF ICTIONAI
psychological depth or of a structured inner being. Viewers have the sensation
that all their emotional states and reactions are externalized and they never
APPEAR IN A CONTEMPLATIVE OR REmMECTIVE POSITIOI
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text of the fairytales, the names of kings and queens are not known, they can
be recognized only through their titles — a stylistic choice that reiterates their
FANTASTIC NATURE BUT ONE THAT ALSO FRAMES THEM
than coherent psychological subjects. Furthermore, this expressive element is
strengthened by the fact that very little dialogue is present during the narration.
The sequences depicting verbal confrontations are characterized by slow
cutting rate and by the use of minimal camera movements, which reduce the
emotional and conceptual centrality of the dialogues, particularly for the purpose
of engaging the psychology of the characters. Because of their frequent lack of
climactic tension, these exchanges tend to have an evocative and poetic tone that
enhances the sense of irrationality surrounding the protagonists of the tales.
A4HE INITIAL SEQUENCE OF THE ILM EXPRESSES THIS AEST
more emblematically by completely abolishing dialogue. This scene presents
the main characters of the tale The Queen; it lasts around three minutes and
IFTEEN SECONDS AND SHOWS THE ARRIVAL AND THE EXHIE
at Longtrellis castle, which is interrupted by the queen’s nervous reaction to
the discovery of the pregnancy of an actress. No word is uttered for the whole
duration of this scene; viewers receive diegetic sound effects, the soundtrack is
characterized by a placid and dreamlike motif for strings and xylophone, and
expressions of surprise, joy and laughs can be heard in reaction to the show.
The centrality of these nonverbal expressions in this prologue and the general
LACK OF IMPORTANCE OF DIALOGUES HAVE THE FUNCTION
viewer by establishing some essential interactive and conceptual coordinates
of the experience. In particular, these elements give viewers the opportunity to
directly embody emotional states (surprise, marvel, anger) and to understand their
IMPORTANCE IN THE DYNAMICS OF THE ILM AGAINST A MORE
of the story and of the psychology of the characters. Thus, by abolishing dialogue,
THE ILM FACILITATES OUR UNDERSTANDING OF THE CHARAC
AND PASSIONS AS INTENSIVE IGURES PERVADED BY DESIR
sequence that depicts the queen of Longtrellis eating the heart of the aquatic dragon
(it lasts about thirty seconds and consists of a slow forward tracking shot that ends
in a close up) effectively synthesizes this stylistic choice and makes viewers sense
THE hIRRATIONALv DIMENSION OF THE ILM 4HE QUEEN IS
the image, wearing a long black dress and eating with voracity this enormous
organ, while her face is getting covered with blood [Fig. 1]. In contrast, the entire
surroundings (the wall in the background and the table where she is eating) are
completely white, thus emphasizing the gruesome and monstrous aspect of the
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sequence. Not incidentally, the image of the queen devouring the dragon’s heart

WAS CHOSEN AS ONE OF THE ILM S POSTERS SINCE IT CO|

nature of the movie. The animalistic obsession of the queen for her motherhood,
which will lead her to self-destruction, is conceptualized in the sequence of the
king’s funeral. The general atmosphere is lugubrious in accordance with the type
of ceremony and because of the nocturnal setting. At a certain point, after having
shown the participants to the funeral, the camera moves upon the king’s corpse,
which is carried on a stretcher. In the foreground, we perceive the close up of the
body, whereas in the background the queen appears in a palanquin, completely
absorbed by her son, who she carries and caresses while remaining completely
indifferent to the death of her husband. After the description of this contrast, the
cameramovesto a close up of the queen, which shows her indifference for the king’s
departure and her devotion for the newborn son even clearer. Thus, viewers can
perceive and participate in the queen’s intense love for Elias through the contrast
generated by the relation between the background and the foreground. Moreover,
in accordance with Murray Smith’s studies on emotional participation (1995,
102), this affective conceptualization allows us to align with the character and to
UNDERSTAND THE MEANING OF HER FUTURE ACTIONS
mechanisms of emotional involvement allow viewers to empathize with a
negative character (like the queen) and to understand the sensations and ideas
that affect her (1999, 220). However, these aspects of her behaviour do not prevent
us from experiencing actions and moments of absolute tenderness produced by
her genuine motherly love, or from appreciating her affective and conceptual
complexity. It is also interesting to notice how, apparently, this emotional force
that dominates the queen prevents her from understanding the admonishments of
the necromancer (Franco Pistoni), who repeatedly alerts her about the risks of her

3N

OWN CHOICES 7E CAN INFER THAT IN THESE MOMENTS SF
HER WISHES OR FEEDS HER PASSION )N THE END WHEN

it will be exactly her absolute love that will block her from attacking Elias (who
rushed to help Jonah, his twin born from a maiden servant), and that will lead her
TO BE DEINITIVELY SEPARATED FROM HER SON
Similar emotional developments can be perceived in the case of other
characters as well. The two sisters, Dora and Imma, for instance, are possessed
by a destructive desire for youth and richness, which, as it is easy to observe,
is also motivated by their miserable condition. Dora is moved by the foolish
desire to become the king’s lover and is ready to hurt herself and to risk her
life for this purpose. Furthermore, although she becomes a beautiful woman,
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THE EPILOGUE SHOWS THAT HER BODY IS AGING FAST AND

ceremony. Viewers, thus, can perceive the futility and precariousness of her

illusions, which rapidly dissolve and bring her back to her previous state. Imma,

on the other hand, follows a different emotional path. She is not attracted to the

king and tries to stop her sister from completing her absurd plan. However, her

emotional world changes when she patrticipates in Dora’s wedding feast. The

visual conceptualization of the sequence helps the viewers in embodying and

simulating Imma’s affective dimension and in perceiving her complete emotional

transformation. The camerawork is essentially based on following with a

steadicam her immersion into the aristocratic environment. Most of the time,

she remains in the centre of the image (in a medium close up perspective) and

her reactions of marvel and admiration can be clearly observed, thus viewers can

empathize with these affective states (Smith 1995, 98-99) [Fig. 2]. Furthermore,

by analysing this sequence with the instruments elaborated by Maarten Coégnarts

and Peter Kravanja (2015, 286) we can clearly associate Imma’s act of looking

(association between eyes and understanding) with her growing sense of marvel,

which is in turn connected with the atmosphere surrounding her. Furthermore,

the continuous focus on her face and expressions makes the viewers embody

a sense of complete engagement in the events, which, in turn, manifests the

emerging desire of the character. Indeed, the splendour of the ceremony and her

sister’s beautiful appearance make Imma crave to remain at the palace in order to

come out of her previous economic and existential condition [Fig. 3]. When the

feast ends, she does not want to leave and instantaneously reveals to everyone

that she is the queen’s sister (against what Dora recommended because nobody

would have believed her) and that, therefore, she needs to remain at the castle.

Imma is also shown observing her sister making love with the king with a morbid

curiosity (she even gets close to the bed) and we can infer that it is in accordance

WITH THESE EXCESSIVE AND PERVASIVE DESIRES THAT LA
PURPOSE OF BECOMING YOUNG AGAIN 4HE INAL IMAGES OF

with injuries, moving towards the castle. In this small sequence the steadicam

follows her and initially remains on her back, while viewers can easily notice

THE TERRIIED REACTIONS OF THE PEOPLE OBSERVING HI
A SERENE MOTIF FOR XYLOPHONE IS IN CONmMICT WITH T

sequence, thus producing a disturbing contrast that is enhanced when Imma is

shown from a frontal point of view and she appears as a moving corpse. Thus, we

directly perceive the tragic end of her foolish desires with a traumatic image that

conceptually connects with the limitations of human existence.
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Similarly, an ironic attitude can be detected in the description of the king of
Strongcliff, who should represent an insatiable libertine and seductive man,
but who often acts in a grotesque and comic fashion. Just like the queen with
her maternity, and the two old sisters with their craving for youth, the king of
Highhills is possessed by a destructive obsession as well. He has a maniacal
INTEREST IN AND LOVE FOR A mEA WHICH MAKES HIM
duties, then lose her daughter through an act of absolute arrogance. However, the
passion that affects this character will be analysed later since it directly involves
the relation between the human and the animal.

JN GENERAL IT CAN BE AFIRMED THAT THE ILM PRESENT
agents of desires, which leads them to self-destruction. This description of the
PASSIONS AND THE FOCUS ON THE DESIRING NATURE OF
the philosophy of Baruch Spinoza, whose work | combine with my embodied
COGNITIVE ACCOUNT IS (EIDI -ORRISON 2AVVEN AFIRMEL
of theories of embodied cognition and rejected every dualistic distinction, such
as the Cartesian body-mind division and the Nature-Culture split, and integrated
affection and conceptualization (Ravven 2003). For this reason, he thought that
we exist as relational and ecological beings always involved in an emotional
and desiring tension towards the world, which is mainly intended to preserve
and increase our state (conatus). Therefore, according to Spinoza, wise and
free individuals are those who are able to connect and compose themselves
with the environment and other beings in the most productive, creative and,
therefore, ethical way (Spinoza 2011, 1579). However, because of their limited
nature, humans are not directly able to control their behaviour and, therefore,
they are mostly passive agents with an inadequate understanding of the world.
Furthermore, because of the affective and embodied nature of thought, human
intellection is always linked with sensations, which are sad passions in the case
of an inadequate knowledge, and joyful emotions when new connections and a
productive understanding of things are created. Sad passions are often connected
WITH RESENTMENT ENVY FETISHISM AND NARCISSISM
tension and the incapacity to change. This theoretical framework involves the
rejection of higher abstract rationality or of transcendent systems of judgment,
and that every action or intellectual model should be evaluated in reason of its
connective or destructive power. For this reason, Spinoza maintained that the
mad and the wise share the same natural right to exist (Spinoza 2011, 1437,

1487). Probably the most challenging aspect of Spinozian philosophy is that it
clashes with the tradition of enlightenment and rationalist thought. Indeed,
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Spinoza denies the abstract nature of reason and decentralizes the mind, which

is relational and in a continuous state of combination with the world. Moreover,

HIS THOUGHT REFUTES THE DESCRIPTION OF INDIVIDUALS /
a Spinozian perspective, humans are not closed subjects with a structured inner

emotional world, but blocs of sensations, transformations and becoming. In this

sense it can be stated that the humanist ideal of a controlled and serene rationality,

THE MORAL VALUES THAT FULIL THIS IDEAL TOGETHER WITH
they entail are false to the extent they all deny the desires and the relations that

produced these same intellectual models (cf. Braidotti 2013, 31-32; Spinoza 2011,

A4HESE PHILOSOPHICAL NOTION STalelof s displaya AFIRM T
3PINOZIAN REmMECTION ON HUMAN CONDITION BY PRESENTIT
victims of sad passions and fetishistic desires. In this sense, the baroque setting
OF THE ILM ASSUMES STRONG CONCEPTUAL VALENCE SINC
EMOTIONS IN LIFE DEINES AN ONTOLOGY BASED ON THE ||
vision of the human as affective and relational. However, it would be possible to
ARGUE THAT AS IN THE TRADITION OF FAIRYTALES THE ILM
about desires and their dangerous nature. Nonetheless, what is really Spinozian
IN THE ILM IS THE ATTENTION UPON AFFECTIVITY THE DES
pervaded by emotional states and whose actions are determined by these affective
forces. We have seen that, for instance, the lack of dialogues, where the characters
COULD MORE CLEARLY REVEAL PERSONAL REmMECTIONS O
functional to increase the sensations that pervade the experience. Furthermore,

IT CAN BE NOTICED THAT THE DESIRES DEPICTED IN THE |
but entire cognitive states. For instance, the absolute love of the queen for Elias
is not a simple obsession, but a general intellectual dimension that prevents her
from understanding the admonishments of the necromancer or from accepting
the friendship of her son with Jonah. Similarly, it has been discussed above how
Imma’s desire to remain in the pleasurable state experienced during the wedding
feast and the envy for her sister’'s beauty push her to accept her destruction as if
it was her realization (to paraphrase a famous Spinozian question; cf. Spinoza
)T CAN BE NOTICED THAT THE CHARACTERS OF THE

world around emotional coordinates that viewers can embody and simulate, thus
understanding the meaning of their actions and empathizing with their choices.

However, this embodied simulation should not be considered as a passive
activity based on the reproduction of affective states; on the contrary, it is a
dialogical exchange between the embodied mind of the viewer and the affective
and intellectual world expressed on the cinematic screen. Indeed, this point
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connects us also with Spinoza’s notion of empathy, which, in his views starts

from a state of emotional contagion or affective resonance between bodies and

allows the simulation of the actions of other individuals. This process, which

3PINOZA DEINES AS THE IMITATION OF AFFECTS n
projection into someone else’s state, but a continuous negotiation between

individuals. In this intersubjective space we do not simply imitate the others’

actions, we also assign a meaning and a value to those actions by ‘reading the mind’

of the others and by trying to understand their subjective-experiential worlds.

For this reason, the empathic process is not neutral and mechanistic; it requires

an active participation of the viewer and, therefore, its effects are impossible

to predict and can lead to the creation of new relational forms of life, but also

TO MUTUAL DESTRUCTION AND MORTIICATION 3PINOZA S
compatible with Vittorio Gallese’s shared manifold hypothesis, which describes

human activity as a continuous mutual enactment between individuals based on

the construction of a “we-centric blended space:” a common dynamic ecological

dimension (Gallese 2003; Ravven 2003). By applying these theoretical instruments,

one can observe how viewers are able to share the world of the characters, even

though they express values and desires that they do not agree with (cf. Smith

1999, 221) by negotiating and interacting with them on a cognitive and affective

LEVEL !T THE SAME TIME IT CAN BE SEEN HOW THE CHA
their being possessed by emotional forces, lack the ability to readapt themselves

to the world, to understand the needs of other beings, or more simply to follow the

advice that they receive during the narration. Therefore, they remain trapped in

a condition without escapes, expressing the reactive power of sad passions. The

THREE YOUNG CHARACTERS OF THE ILM 6IOLET %LIAS .
forced to clash with these forces and, exactly because of their being the victims

of the desires of others, they are able to accomplish a path of maturation, facing

parents who express obsessive love or treat their children as mere properties.

These young characters are placed in a position that requires more awareness

AND WISDOM FROM THEM WHICH GENERATES AN AFIRMA
against the power of sad passions. However, | would argue that their conquest

of independence, which couples their entrance into adulthood, is characterized

by the discovery of an “emotional intelligence” (which the other characters are

lacking of), but this does not constitute a negation of the centrality of affectivity

in life. On the contrary, they demonstrate an ability of extending their emotive

capacities beyond the narcissistic limits of their ego and, for this reason, they are

capable of transforming and of becoming new individuals.
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The Posthuman and the Becoming-Animal

Our considerations on affectivity, on the ecological dimension of the human, and

on the precarious value of abstract rationality make possible a combination of

what has been discussed in the previous sections with Rosi Braidotti’s (Spinozian)

work on the posthuman. Braidotti elaborated this term as a tool to investigate the

limits and fallacies of the humanist tradition of Enlightenment and transcendent

rationalism. These monumental epistemological frameworks constitute the legacy

AND THE BACKBONE OF MODERNITY BY DETERMINING THE

OR POLITICAL THOUGHT TOGETHER WITH THE CODIICATION

institutions. Moreover, the humanist tradition involves a standardization of

gender and ethnic roles by using white masculinity as its reference point (Braidotti

2013, 24). Indeed, the image that summarizes this ideal is Leonardo da Vinci's

Vitruvian Man (1490). However, the issues of contemporary world, such as new

discoveries in biogenetics, the schizophrenic nature of late capitalism, new forms

of globalized war and ecological catastrophes, ask for a new embodied thought

able to challenge these problems and to draw experiential cartographies of our

new existential dimension (Braidotti 2013, 4). Nonetheless, this criticism should

never be confused with a banal nihilistic and misanthropic condemnation of

humanism. The search for new navigation tools is hecessary because the impasses

we are facing nowadays took shape in the context of modernity and cannot be

addressed with the same account that produced them. Not incidentally, today

we are experiencing reactive and nostalgic reuses and recodings of humanism

that justify war, imperialism and “clashes of civilizations” (Braidotti 2013, 5, 36).

4HEN "RAIDOTTI COMBINES NEW SCIENTIIC DISCOVERIES W

THAT OVERCOMES THE NATURE CULTURE SPLIT AND THE DU
AHEREFORE A CONTIGUITY BETWEEN THE ILM AND THIS

established, since they both deconstruct the humanist ideal by showing our

relational constitution, and reveal the affective and physical ground of rationality

BY EXTERNALIZING THE MIND "RAIDOTTI ALSO REmMECTS O

in demonstrating that we do not exist as atomic subjects, but that we generate our

IDENTITIES ON AN INTERACTIVE DIMENSION "RAIDOTTI

that in the analysis of emotions and affectivity resides the key to consciousness

and that, as Spinoza, we need to build a critical materialism able to highlight the

intensities and potentialities of thought.
It has already been examined how Tale of Tales depicts of characters driven by

desires and sad passions; now | will introduce and analyse, in light of Braidotti's
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NOTION OF POSTHUMAN ANOTHER FUNDAMENTAL CHARAC
and contiguity between the human and the beastly and the metamorphic
NATURE OF INDIVIDUALS -ANY IGURES DURING THE NAR
transformation or show a disturbing contiguity with animals (becoming-animal).

Dora changes her look with the spell of a witch, while the queen becomes a

monster because of the jealousy for Elias. At the same time, Imma transforms

into a living corpse. What is interesting to notice is that the “animalization of

THE HUMANV IN THE ILM IS NOT LINKED TO ANTHROPOMOF
or to moralistic admonishments that condemn the beastly behaviour of humans

who act dominated by irrationality. It is a description of an existential common

PLANE WHERE THESE CATEGORIES CONTINUOUSLY NEGOT
ecological relations in which the human, as cultural and cognitive category, is

involved. | would argue that these elements emerge more clearly through the
ANALYSIS OF THE PASSION OF THE KING OF (IGHHILLS F(
in this little creature the king starts neglecting his duties, and then his daughter,

WHOM HE EVENTUALLY SACRIICES EXACTLY BECAUSE OF
the beginning of the tale, we see the king completely absorbed in the admiration

of the animal and ignoring Violet, who is playing a song for him. Later, in his

STUDIO HE STINGS HIS INGER IN ORDER TO ATTRACT TH
VERY INTERESTING DETAIL IS SHOWN OF THE KING S INC
blood from the injury. Through this image an extreme physical contiguity can

be perceived between them, which conceptualizes a sense of interchangeability

of the human and the animal. Indeed, after that, we see the king manufacturing

LITTLE CAROUSELS FOR THE mEA AND IN GENERAL SHO\)
BECOMES GLARING IN THE SEQUENCE THAT DEPICTS THE
after having become enormous because of excessive nourishment). The emotional

bond of the king for the animal is then depicted through a medium shot that

shows him sadly lying on its corpse (the action lasts twenty seconds with no

words pronounced). [Fig. 4.] Even though the king's behaviour can be judged

as morbid and absurd, one can affectively and intellectually align with him (cf.

Gallese and Guerra 2015, 108; Smith 1995, 189) and experience an emotional

link that shatters the limits of the species and rejects anthropocentrism by

placing every being on the same existential level. The king shares an experiential
TERRITORY WITH THE mEA AND THEREFORE GETS INVC
that reshapes his nature and that, as Braidotti would say, undermines human

supremacy over the species (Braidotti 2013, 80—82). However, although he opens

to a direct connection with the animal, the king shows a major contradiction
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IN HIS BEHAVIOUR (E BUILDS AN AFFECTIVE LINK WITH TH
his morbid curiosity for the animal makes him crave for possession and control.
JNDEED THIS NEGATIVE AFFECTIVE DIMENSION IS EXEMPLI
MEA INTO A LITTLE BOX AND INTENSELY ADMIRING IT THRO
that he uses the animal’s skin as attraction and challenge for his guests. Therefore,
this tale (and the others to a minor extent) describes a humanity that transforms
and mutates in its relations with the world and that, therefore, cannot assume
any higher hierarchical position in comparison to other existing beings. By doing
SO THE ILM MAKES POSSIBLE FOR THE VIEWER TO EMBODY
describes subjects as agents within relational systems who continuously modify
their condition through the encounters they make. However, the characters of the
ILM BECAUSE OF BEING DOMINATED BY THEIR DESIRES AF
processes of becoming, but passive subjects who try to use these transformations
FOR PERSONAL SELF DESTRUCTIVE PURPOSES #ONSEQUE
“too human” illusions of Dora, of the Queen, of Imma and of the King of Highhills
BY MAKING THE VIEWERS PERCEIVE HOW THEY REmMECT TH
intellection and how they cannot be dominated by a transcendent mind that
rejects its connection with the world. It is again the narcissistic closure of the
characters and the consequently self-centered nature of their desires that prevents
THEM FROM REALLY OPENING THEIR IDENTITIES TO AN AFIR
would create new connections and regenerate the affection for their relatives.

In conclusion, by combining all the elements previously examined it can
BE AFIRMEDaleTdd Adles as a whole interactive experience demonstrates
that audiovisual media work by integrating affection and intellection, and give
viewers the opportunity to interact with complex philosophical notions through
EMBODIED SIMULATION AND CONCEPTUAL ASSOCIATIONS
constitutes an active deterritorialization, a becoming into a new experiential and
performative dimension with its own affective and conceptual coordinates, which
we embody and interact with. Moreover, Tale of Tales gives us the possibility
to concretely experiment our ecological condition and the desire and necessity
for becoming involved in every encounter we make. However, by employing
our empathic and simulative qualities, we can use the negative elements of
THE NARRATION AS AFIRMATIVE STIMULI THUS NOT REMAI
emotions, as the characters of the story do, and becoming creative actors in our
RELATION WITH ILMS )NDEED A FURTHER EFFECTIVE SU
CONDITION COMES WITH THE INAL IMAGES OF THE ILM SH¢
funambulist (maybe a Nietzschean remembrance) hanging in the balance, we
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CoOuLD ARGUE BETWEEN THE 6ITRUVIAN -AN WHO WE S
and its ecological and baroque heir.
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List of Figures

Figure 1. The Queen of Longtrellis eating the heart of the aquatic dragon. The
colour contrasts reinforce the brutality of the sequence and the animalistic
aspects of the character.

Figure 2. Imma at Dora’s wedding party. She is positioned at the centre of the
frame while observing with marvel the luxurious environment surrounding her.
Viewers also access this context by simulating Imma’s actions and her facial
mimicry.



68 Francesco Sticchi

Figure 3. Imma, astonished, admires the transformation of Dora into a beautiful
young woman, and starts desiring to mutate as her sister did. The two women,
eventually, will both be destroyed by their desires.

Figure 4. 4AHE DEATH OF THE mEA AND THE AFFECTIVE BO
Highhills and the animal. Here we can observe a clear connection between the

human and animal, and a becoming-animal of the king, who, nonetheless, lives

this bond as a morbid passion.
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Abstract. 4HE ARTICLE EXAMINES THREE ILMGgBH0oAOY INDERSSC
the Second Floor (Sanger fran andra vaningen , 2000), You, the Living (Du

levande, 2007),and ! OIGEON 3AT ON A "RANCH 2EmHEENTING ON %XI ¢S
duva satt pa en gren och funderade pa tillvaron , 2014). The Swedish director

DEPICTS THE HUMAN CONDITION AFmICTED BY THE LOSS OF |
personal style that he calls “the complex image,” a tableau aesthetic that

instigates social criticism, and is dependent upon long shots, immobility,

unchanging shot scale, and layered compositions. The author establishes a

connection between artistic and social space and scrutinizes the challenges

THAT THIS hCOMPLEXITYv POSES FOR THE ILM VIEWER FR
perspective in which cinema enters into a dialogue with two other art forms:

PAINTING AND THEATRE &OUR SPECIIC ISSUES ARE DISCUSS|
OF REALITY AND ARTIICIALITY AS A hHYPERREALITY v TH
which are simultaneously self-contained and entirely open, highlighting

a tension between volume and surface; (3) the opposition between stasis

and movement, conveying a meaningful social contrast and the characters’

angst; (4) the pictoriality of the image. *

Keywords: tableau aesthetic, inter-art relations, complex image, space, Roy
Andersson.

Andersson’s Complexity: Humanism Posited
as Artistic lllusion

Roy Andersson’s so-called Living Trilogy, about the human condition, comprises
THE |1L36®s from the Second Floor (Sanger fran andra vaningen , 2000),
You, the Living (Du levande, 2007),and ! OIGEON 3AT ON A "RANCH 2EmE

4HIS ARTICLE WAS INANCIALLY SUPPORTED BY &#4 OORTUGUESE ST/
Technology, under the Post-Doctoral fellowship programme SFRH/BDP/113196/2015.
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Existence (En duva satt pa en gren och funderade pa tillvaron , 2014).2 It is meant
TO BE A CHALLENGING EXPERIENCE FOR ILM VIEWERS E
ideological perspective.
The director’s working-class background and his left-wing political sympathies
have always made him an advocate for the powerless and disenfranchised; his
humanist ideology exposes the dystopia that ensues when people neglect their
humanity. He made cinema’s subversive role an important part of his ideology,
directly connecting art to life. He declared in an interview that “humanism'’s
ideal of perfection is the educated person, who acknowledges the value of the
truth over every authority. To seek the truth — in the form of artistic expression,
SCIENTIIC KNOWLEDGE OR PHILOSOPHICAL INSIGHT n |
(Lindgvist 2016, 120). In his book Our Time’s Fear of Seriousness (Var tids radsla
for alvar , published in Swedish in 1995), Andersson posits that as an instrument
OF SOCIAL CRITICISM A MORE hSERIOUSvV TYPE OF ILMMA
which Andersson calls “the complex image,” (Larson and Marklund 2010, 274—
78) is deemed essential to criticize all forms of the establishment, including the
MILITARY THE CHURCH INANCIAL CORPORATIONS AND T
Andersson’s “complex image” is characterized by a kind of minimalism: from
the dramaturgy to the space, all is intentionally spare and precise. The shots
ARE LONG ELABORATELY FRAMED IN A WIDE COMPOSITI
(which keeps all the objects and people in focus all the time, often requiring the
use of trompe I'ceil backgrounds); immobility is prevalent, since the characters’
movements are reduced to near stasis and the camera, too, rarely moves; the shot
scale is consistently maintained and the image composition is deeply layered.
The pace is languorous, the characters are archetypes that hardly speak, or utter
banalities; the story does not proceed by cause and effect; narrativity is conveyed,
rather, through analogies and repetitions (thematic, visual, musical, and verbal),
instead of having a conventional plot. The settings are scantily decorated and
there is a pervasive sense of abstraction.
Andersson’s “complex image” is in fact a tableau aesthetic that deliberately
makes the viewers think about the conditions of art and life, and is based on tableau-
LIKE SHOTS n AS DEINED BY "REWSTER AND *ACOBS
presented in arelatively large space and relatively long temporal units, reminiscent
of theatrical pictorialism, but with the added value of near immobility inherited
FROM PAINTING )N INDERSSON S CINEMA THE IMMINENTL
style, ironically, expresses the vitality of art as opposed to the lifeless society it

&OR THE SAKE OF ECONOMY ) WILL REFER TO THEM FROM NOW ON E
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depicts. In what follows, | intend to establish a connection between artistic and

social space, and to scrutinize the challenges that this intrinsic and polymorphous
hCOMPLEXITYv POSES FOR THE ILM VIEWER FROM AN INTER
cinema enters into a dialogue with other art forms.

Truth be Told: Social Space and Artistic Freedom

Space is what ties together all the formal and ideological elements implicit in
INDERSSON S AESTHETIC I!CCORDING TO THE ILMMAKER |
themselves from the space they inhabit. In a pictorial representation, it is space
that reveals an individual's destiny as well as his or her position in society (Girola
and Fornara 2003, 7-8). Space also has a tragic tone, as it can convey a feeling
of “forsakenness” and “vulnerability” (Spiegland 2010). The director himself
claims that “the space tells the truth” more than the human face does (Girola and
Fornara 2003, 8, my translation); “for example, the room where the person is tells
about his tastes, his life. Even if it's not home, you can read the history of a person
better in a wide shot” (Vishnevestsky 2009).
4HE SETTINGS OF ALL THREE ILMS ARE GENERALLY URE
BEING SPACIOUS DUE TO THE DEPTH OF IELD THE WIDE
and the scarce number of people that inhabit them. Others convey an opposite
impression, that of claustrophobia, mainly because of the immobility of groups of
people who are usually packed into one area of the image, leaving the rest of the
frame unpopulated. In either case, Roy Andersson’s worlds are predominantly
what Marc Augé calls “non-places:” abstract and universal sites lived in a never-
ENDING PRESENT DEVOID OF HISTORY AND HUMAN RELAT
evanescent temporality (Augé 1995, especially 90). These sites are characterized
by consumption (bars, restaurants, shops), circulation (train stations, bus stops,
trams, streets, an airport check-in area, a cruise ship), spectacle (festivities, music
or magic shows, dance or rehearsal studios), and anonymous passage (clinics,
hospitals, resting homes). The use of such places reinforces the fate of humans,
condemned to a perpetual loneliness. [Figs. 1-2.]
In one situationin You, a man standing on a balcony looks at the opposite facade
of an apartment building, where he sees, in a wide composition reminiscent of
'LFRED (ITCH C QRedf VBindldvM (1954), a tenant striking the ceiling with
a broom in order to try to silence the upstairs neighbour, who is rehearsing his
tuba-playing skills at night. [Figs. 3—4.] The man just looks nonchalantly at this
scene, himself becoming a spectacle just like the one he is observing, all the



72 Fatima Chinita

more so because he is perceived from within the house by his own wife, who
addresses him off-screen, remaining unseen by the viewer. This perfectly echoes
Augé’s remark: “as if the position of spectator were the essence of the spectacle,
as if basically the spectator in the position of a spectator were his own spectacle”
(Augé 1995, 70). This spectatorial stance in the trilogy is reinforced by the fact
that, in many tableaux, there are people conspicuously looking on.

The trilogy shows that all human beings are affected by the spaces in which they
live (Tuan 1977, 3). According to Yi-Fu Tuan, however, space is undifferentiated
and only becomes a place when it is endowed with value by human beings
(2977, 6, 136). Andersson’s spaces, which are non-descript, mostly empty and
monochrome, do not have the aura imparted by familiar places, as conceived
of by Tuan (1977, 4). Yet, in the Living Trilogy this cannot be attributed, as
Augé contends with regard to non-places, to a supermodern contemporaneity,
SINCE THE ILMS ARE NOT ANCHORED IN ANY SPECIIC HIS
are some marks of the transience of supermodernity in order to remind the
viewers of the impossibility of developing roots and establishing successful
long-term relationships. For example, in  Songs, a vagrant makes a comment on
AN ENORMOUS TRAFIC JAM hIT SEEMS THE WHOLE TOW!
the same direction. It makes you wonder where they’'re headed, you know, the
people.” 2 Despite going in one single direction, humanity is metaphorically lost.
Non-communication reigns supreme, as in a situation in ~ Songsin which a mild-
looking Middle Easterner male is beaten senseless by a group of young ordinary
Nordic men while some people watch passively from afar.

Most importantly, in Andersson’s trilogy the unlived-ness of the sites extends
TO THE HOME WHICH ATTESTS TO THE MORAL MALFORMA
Ironically, in Swedish, the welfare state, one of the targets of Andersson’s social
criticism, is known as “the people’s home” ( folkhemmet ). The home, considered
by Tuan (1977, 182) as the most intimate, inviting and symbolic place of man, is
a privileged locus for non-communication throughout the trilogy. This is most
evident in almost all of the couples’ interactions, which are completely devoid of
tenderness. In Songs, for example, an old clerk refuses his wife’s sexual advances
because he has to go to work;* in You, a man exercises on a treadmill in his
basement, ignoring his young son who wants to play with him. Besides all else,
the scarcity of interior decoration renders the home devoid of any individuality:

ILL QUOTATIONS FROM THE ILMS ARE FROM THE !RTIICIAL %YE EDI
IGURES AT THE END OF THIS ARTICLE

4 In contrast, in You, an old musician has mechanical sex with a Valkyrian-like matron, possibly
IN A HOTEL ROOM ALL THE WHILE SPEAKING STRAIGHT TO THE CAM
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as aresult, every house seems exactly the same. Thus, the anthropological places,
where people are supposed to create roots and develop activities characteristic
OF THEIR IDENTITY AS HUMAN BEINGS ARE IRREVERSIBL®
aesthetic adopted by Andersson in the trilogy, space is never humanized into
“place.” On the contrary, the surplus of space in the settings highlights the lack
of humaneness in people, as it stresses distance and the invisible barriers that
separate individuals. The low mobility that pervades most tableaux reduces
kinaesthesia and, coincidentally, makes the spaces seem larger than they actually
are. It also gnaws at the sense of physical direction, which comes from moving
IN SPACE 4UAN AND WITHOUT WHICH IT IS DIFICU
existential direction, goals to accomplish (Tuan 1977, 197, 128).
Ideologically, Andersson’s style is marked by “trivialism,” in which all the
banal moments that make up the sum of this grim humanity conjoined with
the impersonal space it inhabits are meant to give “a voice” to the little people
who symbolize mankind as a whole (Ratner 2015, 2). He does this by elevating
these moments to high art instead of letting them fall into burlesque. His human
gallery is pathetic, but treated with respect and commiseration, not turned into a
comic target of mindless derision. This is why the trilogy is tragicomic, marked
by absurd contrasts occurring within the tableaux, i.e. within space. The fact that
Andersson has the great majority of his settings built from scratch, including
train stations and streets, is unintendedly ironic in that the most innovative
results, apparently, come from a rigid, almost obsessive preparation. More than
controlling the environment, in a shooting which entails blocking many extras
and guaranteeing the right lighting conditions, the use of studio-built spaces
CONVEYS AN ARTIICIALITY ¥ hHYPERREA&EMWhthvhighy 'NDERS ¢
resembles painting (as well as theatre) and transforms Andersson’s cinematic
practice into a fully intermedial one.

JNINITE "OUNDARIES )N $EPTH &LATNESS

'RT HAS A SPECIAL SIGNIICATION FOR 'INDERSSON (E IS A J/
and guitar, has authored two books, and, most importantly, wanted to be a painter,

professing, to this day, his admiration for that art form: “I am often very jealous of

painting. Jealous because | feel that movie history does not have the same quality

as painting history. | really wanted movies to be as rich as painting can be” (Ratner

2015, 12). This comment, and others like it, helps to establish an immediate

h) PREFER HYPERREALITY ; = )T LOOKS REAL BUT IT S PURIIED AND
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connection between Andersson'’s tableaux and pictorial canvases. Jesper Klevenas,

one of the two cinematographers of Songs REFERRED TO THE ILMMAKE
as “three-dimensional paintings” (Lindqvist, 77). | endorse this evaluation, but it

SEEMS TO ME THAT IT SHOULD BE SCRUTINIZED FROM THE
and co-option, rather than mere intertextuality, as is often the case (e.g. in Lindqvist

2016). Therefore, | claim that the second challenge posed by Andersson’s use

of the tableau aesthetic in this trilogy resides in the reinforced use of pictorial

framing as he is always positing the visual composition as being simultaneously
self-contained and entirely open.

Julian Hanich (2014), in an extremely thorough and well-rounded analytical
piece on Roy Andersson’s compositional system in the Living Trilogy, posits the
matter in terms of staging in depth. Although | agree that “Andersson challenges
his viewers to become attentive observers” (Hanich 2014, 37), | contest the fact
THAT THE DEPTH OF IELD IS THE KEY ELEMENT IN HIS |
JNSTEAD ) ARGUE THAT DEPTH OF IELD IS ONLY IMPORTA
IELD IS IN FOCUS FOR AS LONG AS POSSIBLE AND PROVI
as is technically feasible. ¢ We should consider all the aspects contained in an
Anderssonian complex image. | contend that Andersson’s complex image calls
attention to a game of dimensionality, a tension between volume and surface
which is connected to the director’s intermedial appreciation of painting and the
static impression it holds.

JN ILM A COMPOSITION IN DEPTH IS USUALLY PERCEIV
VISUAL IELD 4HIS CONCEPTION IS HIGHLY DEPENDENT C
CONINES THE BORDERS WHICH SEPARATE THE ON FROM
the frame reference of the so-called reality in mind. André Bazin, for instance,
argued that cinema was the most complete of all the art forms because it could
provide “integral realism, a recreation of the world in its own image” (Bazin
1967, 21). Bazin held cinema in higher esteem than painting because, in his
opinion, the former’s photographic nature secured “objectivity in time” (1967,

14) by halting a certain moment in its duration and, therefore, laying reality
bare, as an impression; whereas the latter offered an “illusion” (1967, 12) which
was a mere likeness to reality, further affected by the input of the artist. Bazin's
partiality towards cinema led him to consider the cinematic and the pictorial

frames differently. For him, a screen frame was centrifugal, prolonging the view

6 According to David Bordwell, there is a clear difference between depth of staging, which is a
SPATIAL PROPERTY OF THE SETTING AND DEPTH OF IELD WHICH |
reason, it is preferable to use the expression “deep focus” when referring to the latter factor. Cf.
Bordwell 1997, 158-271.
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hINDEINITELY INTO THE UNIVERSEvV | E THE REAL WHEF
centripetal, providing “a contemplative area opening solely onto the interior of
the painting,” i.e. the artwork (Bazin 1967, 166).
Andersson’s tableaux are almost all framed the same way, obeying very precise
and personal rules of composition in order to introduce depth into pictorial two-
dimensionality. Linear perspective has, from the Renaissance onwards, imposed
on the viewer a sense of three-dimensionality. This visual space is imaginary, but
it is nonetheless based on natural perception, i.e. the way the beholder sees the
world. Art historian E. H. Gombrich (1982) warns of the fallacy of considering that
linear perspective is realist; the pro-realist Bazin even considered it “the original
SIN OF 7TESTERN PAINTINGYV THUS RECOGNIZING |
INDERSSON USES PERSPECTIVAL DEPTH IN ORDER TO FU
instead of endowing his tableaux with straightforward realism. Shooting in front
of facades is a way for him to stress the surfaces and, at the same time, add a sense
of volume. Perhaps the most radical example of this occurs in A Pigeon, when
a little girl is seen on a balcony blowing soap bubbles into the air. The image is
mAT AND COMPOSED HORIZONTALLY BUT THROUGH AN OPE
perceive another little girl inside the house (in the background), who soon joins
her outside (in the foreground). [Fig. 5.]
The contiguity of spaces is a recurrent feature in Andersson'’s tableau aesthetic.
The vast majority of tableaux throughout the trilogy are framed in such a way
that they extend into two adjoining spaces: doors open towards another room
OR A KITCHEN WINDOWPANES REMECT THE OPPOSITE OR
shop windows reveal what is taking place outside in the street. Usually two of
such spaces are perceived in one single shot, either in depth or laterally. For
instance, in You, a daughter visits her old demented mother in a nursing home:
both the mother and the daughter are seated in the foreground of the image, a
NURSE STANDS BY AN OPEN GLASS DOOR LETTING THE ILM
living room and, even farther away, the windows with their curtains giving onto
the neighbouring buildings. [Fig. 6.] The lack of movement in the space is thus
compensated by the eye movement of the viewers, wandering through several
image layers and the frames-in-the-frame they contain. Thereby, an impression of
centrality is often conveyed, emulating Renaissance painting. The composition of
INDERSSON S TABLEAUX IS COMMONLY FRONTAL EVEN WHI
OR OBJECTS PLACED SOMEWHERE HIGHER UP PEOPLE ON
IN AN ALLUSION TO THE SECOND @dgRomberginithe skvatS TITLE
the opening and closing of You; and birds perched on the trees of A Pigeon. Even
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when the camera is placed at an angle to a building, the main human character

occupies the middle of the frame. That is the case with the commander in A

Pigeon, who watches the diners at a restaurant delight in their meals while he

stands outside, hopelessly lonely, waiting for a meeting that will not take place

[Fig. 7], but this has other implications as, in fact, the accentuated perspective

ONLY CONTRIBUTES FURTHER TO THE ARTIICIALITY OF TF

'"REGORY -INISSALE CLAIMS THAT A SELF REmMEXION FRO
an inner frame) may call our attention to the frame itself “in a process activated
by the visual experience of framing in art” (Minissale 2009, 20). Consciousness
of the frame must be obliterated in order for the spectator to concentrate on the
visual content of the canvas and not the canvas itself. Nevertheless, in some cases
THERE IS AN INEVITABLE REBOUND MOVEMENT BETWEEN T
its interior: “the centre disperses consciousness outwards to an ideal point from
where it must return; the frame or edge are continually signalled by this rebounded
consciousness” (Minissale 2009, 21). Andersson’s compositions highlight the
resemblance with painting. In A Pigeon, for example, a man stands outside a
DELICATESSEN AND CONTEMPLATES THE BUILDING OPPOS
shop window, then he looks at the camera and says, “today | feel kind. Damn kind.”

Inside the shop, arranging some cheeses in the window display, a woman looks
straight at the camera and signals with her hand that the man is crazy. [Fig. 8.]

4HE SHOT COMPOSITION IS STATIC AS IS THE MAN ON T
viewer cannot help but feel a rebounding movement in the image, whose limits,

OR FRAMES ARE EXCEEDED TWICE INTRA DIEGETICALLY
of the other buildings) and extra-diegetically (or centrifugally, by implicating the

ILM VIEWER IN THE SCENE THROUGH THE DIEGETIC GAZE
BE SIMULTANEOUSLY AWARE OF THE INSIDE AND THE OU
Jacques Aumont, this is a weaker form of awareness, (Aumont 2007, 194). The
VIEWERS MAINLY WATCH THE ICTIVE SPACE OF REPRESE]
aware of the means through which the illusion comes to pass. In the continuity

EDITING STYLE OF CLASSICAL CINEMA THERE WOULD NEV
lack of movement to allow for the rebounding to take place in stages, as it does in

the perception of painting.

ILTHOUGH CHRONOLOGICAL PERCEPTION IS FOREMOST
IS EXPERIENCED IN A mUX OF SHOTS THE VIEWER S EY
perceive its content in separate areas, which may correspond to separate moments
as well. However, in painting there is no hint of order provided by intra-diegetic
movements; the spectator's eye wanders (almost) freely. Andersson manages to



Roy Andersson’s Tableau Aesthetic: A Cinematic... 77

make the most of both media and provide a pictorial composition in depth with

inner cues. For example, the bar where the salesman of Songs APPEARS FOR THE |
time is placed on a street corner overseeing a crossroads which enables the viewer

TO SEE THROUGH THE LARGE SHOP WINDOWS A TRAFIC JA
The viewer simultaneously apprehends the sad tale of personal bankruptcy that

the man recounts to the barmaid at the counter and the chaos of the honking cars

outside. A woman dressed in brown, who comes and goes, helps the viewer to

adjust his or her sight to the inside or the outside of the bar, concentrating on a
PARTICULAR AREA OF THE IMAGE AT A GIVEN MOMENT )N T
mUX THE MOVEMENT OF CHARACTERS ON SCREEN HELPS T(
ECONOMY AND EFICIENCY CONSIDERING THE LIMITED TIME
Andersson’s very static tableaux the time provided for the viewer’s perception is

LONGER THAN IT USUALLY IS IN MOST CONVENTIONAL NARF

The Instant that Lives on: Static Motion

From a formal standpoint, the Living Trilogy foregrounds the tension between
stasis and movement contained in any tableau composition. The conjoined use
of motion and stasis, together with duration and instant, is what makes Roy
Andersson’s cinema so original in intermedial terms, not his power of quotation
or appropriation of sources. This is the third complexity involved in Andersson’s
tableau aesthetic.

It is Diderot’s stage conception of the tableau vivant , as described by Michael
Fried, which is closer to Andersson’s use of his own complex image: “tableaux
(visually satisfying, essentially silent, seemingly accidental groupings of
IGURES v &RIED &OR $IDEROT hTHE SPECTATOR
be thought of as before a canvas on which a series of such tableaux follow one
another as if by magic. [...] Accordingly, he stressed the values of pantomime as
opposed to declamation, of expressive movement or stillness as opposed to mere
proliferation of incident” (1980, 78). Such subdued representations are at the
core of Andersson’s dystopic worlds in the Trilogy.

By adopting some aspects of the theatrical stillness form in his own cinematic
praxis, Anderssonreinforcestheinertnature of his spaces and characters, rendering
immobility more pregnant through both media’s capability for movement, and
also stressing duration more effectively as part of an action that evolves in time.
Andersson, basically, rejects the exaggeration that Diderot pejoratively called
“theatricality,” but, like him, retains the importance of a chosen instant that acts
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as a condensed representation of the essence of a scene, conveniently signalled by
the actors’ transient group immobility. The main difference between Andersson
and Diderot in this respect is that in the complex image the chosen moment is un-
dramatic, albeit representative. Diderot’s “pregnant moment[s]” were apotheotic,
whereas Andersson’s slices of life are anticlimactic. For example, in A Pigeon, a
few people are waiting for a bus right in front of a bicycle repair shop and never
change their position during the entire time of the tableau (2:46 minutes). [Fig.
9.] The owner of the shop comes out and says that it is Wednesday again, which
causes the man closest to the bus sign to say that it feels like Thursday, which in
turn, prompts the others to set him right about which day it is. A man who is in
the background attending to his tires leaves the frame, and then a pigeon is heard
singing higher up, off-screen, indicating that the most pregnant action is probably
taking place outside of the visual composition and is inhuman; people just stand
around not doing much.

Notice that it is painting, and not theatre, that is ultimately underlined by the
conjunction of stage and screen, as Fried’s simile reveals (“thought of as before
a canvas”). However, the pictorial effect in the trilogy would not be possible
WITHOUT THE PERFORMATIVE INMUENCE OF THEATRE
most of the characters’ faces, in order to unite them in a pathetic brotherhood
of Everymen, looks like a softer version of a mime’s appearance. Stasis and
movement can just as equally occur in theatre and be inferred in painting. There
is an uncanny quality that results from the animation of a painting, as much
as from the halting or prevention of motion in essentially three-dimensional
performances. This juxtaposition reminds us that painting has always striven
to represent movement, while theatre has tried to present the scene as a frame
to be looked at. Lessing even used the expression “pregnant moment” in his
Laocoon. An Essay Upon the Limits of Painting and Poetry (1887, 92) in reference
to painting and not to theatre.

Diderot's and Lessing’s “pregnant moment” is actually a pre-condition of
human cognitive experience in general and not of art appreciation  per se. Itis not
possible to make sense of the world (and art) without a very short span memory
which keeps present, at once, things which have gone before (and are still
retained in the memory for an instant) and things which will come after (culture
and habit make us prone to the evocative power of images and, therefore, trigger
expectations) (Gombrich 1982, 7, 272). Gombrich claims that “visual perception
itself is a process in time, and not a very fast process at that” (1982, 50). Lessing
also conceives time and space as being interconnected. For him the bodies

% \
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depicted side by side in a painting belong to both dimensions: “they continue,
and, at any moment of their continuance, may assume a different appearance
and stand in different relations. Every one of these momentary appearances and
groupings was the result of a preceding, may become the cause of a following,
and is therefore the centre of a present, action” (Lessing 1887, 91-92).

This accords well with Gombrich’s notion that actions in painting can be, at
the same time, represented as being consecutive and simultaneous (1982, 43).
In Andersson’s tableau aesthetic the whole is perceived along with its parts.
The tableaux and the actions depicted in them are apprehended simultaneously
and consecutively and, since they are moving pictures, the effect is even more
pronounced than in painting.

*ULIAN (ANICH IS RIGHT IN SAYING THAT 20Y INDERSSON
static: “the temporal dimension of cinema allows Andersson to reveal elements
progressively and let facets of the shot appear unexpectedly” (Hanich 2014, 48).
Hanich refersto the gags and other surprise effects that permeate the trilogy, but there
are also other features to consider. On the one hand, all images, including paintings
and photographs, can imply movement, as Gombrich indicates in several of his
writings; and, on the other hand, the paradoxical nature of Andersson’s complex
image, in fact, requires that the images move in all tableaux in order to establish
a meaningful contrast. For example, in  You, a small crowd gathers to shelter from
the pouring rain in the ridiculously small space of a covered bus stop. [Fig. 10.]
The viewer's eye has time to discern the bus stop, in the middle of the frame, and
then to perceive the other people looking out of their windows in the background.
Two sets of people, who have been discovered consecutively, are standing still
simultaneously. Then another man appears in the middle ground of the image,
seeking cover from the rain; he moves back and forth before exiting the frame. In
VIEW OF THIS INTENSIIED MOTION THE STILLNESS OF THE
more prominent — in physical as well as in social terms — as the unprotected man
is made to symbolize the social underdog. The tableau thus means that while some
take cover, others get wet. Rudolf Arnheim observes that movement in a frame is
perceived by the viewer differently depending on a hierarchy of visual elements
pertaining to the background, size, shape, contiguity, and formal intensity. The
IGURES CONCENTRATE THE VIEWER S ATTENTION AND IN
seems motionless; objects which change size or shape seem more active than
others, as does one of two objects standing side by side, etc. (Arnheim 1980, 372—
373). This means that space is not steady and cannot be correctly apprehended
without the property of motion.
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Inside a painting time is never still, everything is changing, even if ever so slightly.
Elie Faure, writing on the plasticity of cinema in 1920, stressed its combination of
movement and space. Duration conveyed through the images inside the frame is
a rich resource both in cinema and painting, but in Faure’s opinion, the physical
ANIMATION OF THE IMAGE IN ILM | E INTRINSIC MOVEMI
painting (Faure 2010, 21-23). Andersson uses this to his advantage. Indeed, the
expressive force contained in one of You's tableaux, in which the passengers of
a tram descend at a stop, would not be possible in painting. In this tableau the
tram, bound for “Lethe” (one of the rivers in the Greek mythical underworld of
Hades), opens its rear door and a stream of people pours out of it. The overall
COMPOSITION AND THE TRAM ARE PERFECTLY STILL BUT
¥ FAR EXCEEDING THE CAPACITY OF THE VEHICLE n DES(
the scene is nonsensical, but the increased movement of the passengers bestows a
certain mechanical feeling upon the image and, therefore, an added dimension of
social criticism. In this case, length is reinforced because of motion; without it the
tableau would be merely descriptive and would lose the force that comes from the
“lingering” of the shot (see also Yang 2013, 48).
The way in which the speed of actions and gestures is perceived by the viewer
also depends on the mood and emotional state experienced by the characters
(Gombrich 1982, 81). In the Living Trilogy, social angst is conveyed through the
depiction of space in time. The angst experienced by the characters is multiplied
many times in the viewer, as a sort of emotional rebounding effect. In the beginning
of A Pigeon, for example, a man is looking out the window as if absorbed in his
thoughts, the table is set for dinner and his wife is preparing the meal in the
kitchen while singing, totally oblivious to what is going on in the next room. [Fig.
12.] The man, always silent and alone, strives for a while to open the wine bottle
AND INALLY COLLAPSES TO THE mOOR SEEMINGLY SUFF
he dies. The lack of marital communication is transformed into a painful feeling
of impotence for the viewer; the outcome is to be expected (the tableau is titled
“Meeting with Death no. 1"), but the experience is anguishing because the low
motility seems to expand time, and place the two contiguous rooms farther away
FROM EACH OTHER 4HE FACT THAT THE STATUS QUO OF
the other character that inhabits the frame does not move in order to prevent the
SITUATION IN THE FOREGROUND FROM TAKING PLACE ¥ C
to a feeling of static motion.
If all still images can convey movement, all moving images can likewise be
arrested. For instance, in a single tableau of You, a uniformed marching band
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plays in a square for a while and then leaves the frame while a small crowd of
SPECTATORS REMAIN PERFECTLY STILL INSTEAD OF DISBA
the shot would probably come to an end with the exiting of the band; as it is, the

viewer is made to watch a non-event for a while. [Figs. 13—14.] Thus, dead time

is responsible for dead space as well and, consequently, for the perception of a
metaphorically dead humanity.

Still Life: The Aesthetics of Immersive Awareness

What seems to attract Andersson the most in painting is precisely its profoundly
immersive nature for the beholder: “it is fantastic that a person can stand for a
long time and look at a single painting, isn't it?” (Lindgvist 2016, 97). Paintings,
ESPECIALLY WHEN IGURATIVE AND COMPOSED ACCORDING
contemplation because they are actions or situations condensed in a single frame:
the beholder strives to perceive what was left out of the canvas, the story that
led up to that moment. The vividness of some depictions also calls for a setting
in motion of the scene. Indeed, just as Michael Fried (1980, 49-53) considers
that Jean Siméon Chardin’s canvases, especially the ones depicting children
performing ludic activities are meta-pictorial in that they, at once, betray a self-
consciousness of the painter’'s own feelings for painting and his wish to absorb
the beholder, so can Roy Andersson’s tableaux exercise the same double function.
This is the fourth complexity contained in Andersson’s tableau aesthetic.
A4HE ILMMAKER S INTENDED IMMERSION WORKS DIFFERENT
Denis Diderot for painting. Andersson does not wish to awake intense passion and
extreme emotions in the viewer, nor does he want to convey such passions and
EMOTIONS OF HIS OWN RATHER SEDATE AND ALIENATED HUI
be immersed in contemplation, but that state is not meant to be perceived as joyous
by the beholder. Andersson’s tableaux are, nevertheless, instantly apprehensible
as pictorial images consisting of a single action, 7 charged with morality, and
organized for a beholder to see, as are those of Diderot (Fried 1980, 76, 84). He
also wants to “make virtue sympathetic, vice detestable and ridiculousness quite
perceptible” (Fried 1980, 80). | contend that the tension between the activity of
seeing (i.e. the way the tableaux grab the viewer), and the objects/subjects that are
seen (i.e. the pictoriality inherent in painting and also applicable to theatre) is the
key for Andersson’s authorial discourse as an artist. Uniting a particular arthouse
CINEMATIC FORM WITH A SPECIIC SOCIAL IDEOLOGY HAS A

7 In Andersson'’s trilogy that action is eminently pathetic rather than heroic.
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special place in the history of cinema, but beneath that auspicious conjunction
lies yet another level of meaning, a meta-artistic stance on the properties of the
cinematic medium and its relationship to other art forms.

Although André Bazin considered the long take a very natural and life-like
process (1967, 33), Andersson’s use of it far exceeds the Bazinian refusal to break
UP THE ACTION )N FACT THE 3WEDISH DIRECTOR S PRAC
postulates on the long take: “therefore it is correct to say that, independently of the
contents of the image, its structure is more realistic.” & Andersson does not “chop
up” the world into little fragments, as Bazin (1967) understands classical editing,
but he is no less one of “those directors who put their faith in the image” (Bazin
1967, 24), instead of the real. His style is very contrived as he emulates pictoriality
above all else, stressing the fact that reality is never represented as itis (in pictorial
arts, the standards of truth are intrinsically corrupted) (Gombrich 1982, 244—246)
AND THAT hREPRESENTATION IS NOT DEINED BY IMITATION
cinema, theatre and painting are “direct expressions of geometry” because, visually,
their existence is dependent upon a cut-out rectangle, which is not an extension
of the real world. The tableau is a frame and all that it contains is “laid out” for
the viewers to see (Barthes 1977, 70-71). Contrary to Bazin's idea that cinema by
being photographically produced was centrifugal, Andersson proves that cinema
can also be centripetal and makes that absorptive quality the basis of his reversed
immersiveness. The more the viewers perceive the illusion, the more they want to
concentrate on it and analyse it as a spatial art object. In the Living Trilogy spatial
homogeneity is a magic trick which reveals the absurdity behind  reality.
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Figures 3—4. The men, downstairs and upstairs, linked by sound (You, 2007).
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across frames (A Pigeon, 2014).

Figures 9-10. A pigeon, off screen, “watches” humanity; a crammed onscreen
space, conveying consecutiveness within simultaneity (A Pigeon, 2014, and You,
2007).
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Figures 11-12. The action that keeps on going; expanding time through anguish
(You, 2007, and A Pigeon, 2014).

Figures 13—14. The ongoing shot that has no action ( You, 2007).
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to conventions of (hyper)realism, non-hypermediation and character-

centered storytelling — in a digital era are used not only as props, but as

frames that re-order and aestheticize levels of reality (Odin 2016), while

focusing, in a hypnotic manner, the viewers’ attention (Chateau 2016) on

traumatic memories related to usually female characters, and consequently

to the collectivities they represent in the respective diegetic worlds.

These electronic screens force the viewer to constantly shift between the

actual cinematic screen conventions and the mental screen (Odin 2016) of

SMALLER FORMATS TRAINING THE ILM VIEWERS FOR EXPERI]
fragmented cinema (Gaudreault and Marion 2015). *
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7THILE ONCE PRESENT CHIEmMY IN SCI | ENVIRONMENTS OR F
screens — television, video, computer, mobile, surveillance devices — have become
BUILT IN ELEMENTS OF ILM DIEGETIC WORLDS GENERATING \
ever-present environmental screen-effect within which we now live” (Bruno 2014,

4HE EMBEDDING OF THESE ELECTRONIC SCREENS IN IC

considered one of the most pervasive ways our culture tries to deal with — nowadays
digital — multi-screen realities, offering us cognitive representational models to use
in our everyday lives, simultaneously to creating complex narrative structures that
ARE BASED ON THE INTERPLAY ad0dndridiveClidgdiidevelsy LEVELS

1 This work was supported by a grant of the Ministry of National Education, CNCS — UEFISCDI
Romania, project number PN-I11-P4-ID-PCE-2016-0418.

2 7ARREN "UCKLAND SUMMARIZES *TIENNE 30OURIAU S ILMIC REALITY L
REALITY THE REALITY THAT EXISTS INDEPENDENTLY OF ILMIC REALI
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In their co-authored volume The End of Cinema? André Gaudreault and
Philippe Marion set up a system based on 20 "-century media history, taking as
a principle the substitution of the cinema silk screen by the electronic cathodic
television screen, and then by the electronic portable small computer screen. 3
They argue that “we might even view the emergence of the small (but highly
cathodic) screen as the point of rupture between a ‘hegemonic cinema’ and
this ‘cinema in the process of being demoted and shared,” which is often called
‘expanded cinema’ but which we believe would be more appropriately described
as ‘fragmented cinema’ (Gaudreault and Marion 2015, 11, citing Guillaume
Soulez’s conference intervention). Thus “hegemonic cinema” would denote the
IRST PART O EenfufyEwhen the cinema theatre silk screen was the sole
framed surface which displayed electronically mediated, and also always pre-
recorded moving images. “Expanded cinema” should denote developments of the
second part of the 20" century, when television, and then video-camera screen
appeared as electronic surfaces where cinematic worlds and narratives would
EXPAND OBVIOUSLY ALTERING THE NATURE AND THE SIG
based on moving images. Finally, the 21 st century brought us into the era of what
Gaudreault and Marion name “fragmented cinema,” with the same cinematically
constructed narrative worlds scattering further on “the electronic portable small
computer screen,” becoming compatible with such surfaces. My analyses show
that cinematic diegetic worlds react elastically to these mutations, the smaller
electronic, usually portable screens being entrusted with the weight of essentially
TRUTHFUL IMAGES ONCE THEY AS PROILMIC OBJECTS /
screens,” in a successful survival strategy of what Gaudreault and Marion call
“non-hegemonic-cinema-in-the-digital-era” (2015, 14).

With a varied set of examples from contemporary European cinema — Lucian
Pintilie's 1993 The Oak (" AL AN Nis Arden Oplev's 2009 The Girl with the
Dragon Tattoo (Man som hatar kvinnor ), Olivier Assayas’s 2014 The Clouds of Sils
Maria, Thomas Vinterberg’'s 2016 Commune (Kollektivet ), Andrei Zvyagintsev's
2017 Loveless(Nelyubov ) or Ruben Ostlund’s 2017 4 HE 3 Q U AR &amination

PHOTOGRAPHED BY THE CAMERA &ILMOGRAPHIC REALITY THE
BY TECHNIQUES SUCH AS EDITING B3CREENIC OR ILMOPHANIC F
SCREEN $IEGETIC REALITY THE ICTIONAL STORY WORLD CREAT

THE SPECTATOR S PERCEPTION AND COMPREHENSION OF A ILM
intentions)” (Buckland 2003, 47).
3 “One of the principal effects of the digital shift has been the big screen’s loss of hegemony. [...] In
fact projection onto a movie screen has become just one way among others to consume images.
The screen may have a greater aura, but it is now just one means of consumption among others.”
(Gaudreault and Marion 2015, 9.)
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focuses on the role of various diegetic electronic screens, mapping intermedial
TENSIONS BETWEEN VIDEO COMPUTER TELEVISION SCREEI
screen. As a hypothesis that organizes the analysis of the mentioned corpus |

propose that electronic screens within the European-type — (hyper)realistic

(Casetti 1998, 56), NON HYPERMEDIATED CHARACTER CENTERED
A DIGITAL ERA ARE OF A SPECIIC NATURE 4HEY ARE HIGH
represent traumatic memories that are not only haunting and unpleasant, but also

formative of chief female characters, and of the social and/or ethnic collectivities

they represent, often allegorically, in the respective diegetic worlds.

4AWO FRAMEWORKS OF UNDERSTANDING NEED TO BE MEN
in a fundamental mode my hypothesis and the subsequent results. First, my
long-term engagement with analysing the role and appearance of various screen
SURFACES IN ILM DIEGESIS ESPECIALLY SUCH CASES WHE
MULTIPLE NON CINEMATIC SCREENS ALSO CARRY NARRAT
WHICH HAS THE POWER TO INMUENCE THE IRST LEVEL NAF
such (seeVirginas 2014a and 2017 ). This endeavour luckily blends with the post-

2015 resurgence of interest in screens and their theories, the vanishing point of
which might be this observation of Roger Odin: “this trivialization of the frame-
screen [e.g. due to the proliferation of mobile small screens] should not hide the
opposite trend, even if it is still marginal: its disappearance with the emergence
of virtual reality” (Odin 2016, 185).

Secondly, cultural trauma theory needs to be invoked, and the analyses | pursued
REGARDING THE REPRESENTATION OF SUCH GENDER SPECII
the conventions of cinematic diegesis (see Virgin &s 2014b; 2016 and 2018). Ann
2IGNEY IDENTIIES TRAUMAS AS hEVENTS WHICH ALTHOUGH
in the hearts and minds of their victims, nevertheless defy sayability in the usual
modes of public recollection,” and she adds that “creativity and imagination
are needed if certain memories are to be made shareable at all” (Rigney 2016,

*ANET 7ALKER S HIGHLY INMUENTIAL CORNWB&#ERah OF hTF

4 IND HERE ) REFER TO THE DEINITION OF HYPERREALISM IN CINEMA AS
“hyperrealism is based not so much on careful and slightly abstract scenography as on the
OPERATION S ABILITY TO IND THE ELEMENTS WITHIN ITSELF FOR ORIEN
impression of extravagance and overabundance results less from the nature of the materials staged
for the camera than from the task of the technical apparatus to present itself as the origin and
INALITY OF ITS OWN FUNCTIONING MUCH IN THE MANNER OF A @BACHE
5 “The stylistic and narrative modality of trauma cinema is nonrealist. Like traumatic memories
THAT FEATURE VIVID BODILY AND VISUAL SENSATION OVER VERBAL NA
characterized by non-linearity, fragmentation, nonsynchronous sound, repetition, rapid editing
and strange angles. And they approach the past through an unusual admixture of emotional
AFFECT METONYMIC SYMBOLISM AND CINEMATIC mASHBACKS v 7ALKE
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Radstone’s “cinema/memory,” © or Astrid Erll and Stephanie Wodianka's term,

h% RINNERUNGSILM MBEMEONRIMELMVIT 2IGNEY S POSTULATE (
imagination when representing traumatic memories. | suggest that the integration

OF MULTIPLE ELECTRONIC SCREENS IN THE ILMIC DIEGESI
embodied as female and situated in social and historical terms — is banished, may

be positioned as a further creative method. This method is also highly characteristic

of our era in its contrasting, but also hybridizing the electronic and the cinematic

screens, the fundamental difference of which was assessed by Vivian Sobchack in

a 1990 essay exactly in their non/capacity of generating a diegetic reality through

point of view: “ungrounded and uninvested as it is, electronic presence has neither

a point of view nor a visual situation, such as we experience, respectively, with the

photograph and the cinema” (Sobchack 2000, 80-81).

In a relatively early example, in Lucian Pintilie’'s =~ The Oak (1992) we have an
INSERTED PROILMIC SCREEN WELL DIFFERENTIATED FRO
already in the introductory title sequence. The female protagonist, Nela (Maia
Morgenstern), lies in an unmade bed with his terminally ill father, and a celluloid
Super 8 home movie projector is in function, placed between them on the bed,
and projecting its content on the opposite wall in the cramped little room. The
home video presents a long gone St. Nicholas/Christmas party, with high ranking
COMMUNIST ARMY AND PARTY OFICIALS CELEBRATING IN
persons we possibly identify as Nela’s and her father’s former entourage, while
the little girl taking center stage in the events seems to be herself, several decades
ago. Pintilie’s diegetic screen is not an electronic one, but a projected smaller
frame that Wanda Strauven considers as a “vertical viewing dispositif’ (Strauven
2016, 144), which concentrates all the qualities of the framed view as described
BY 20GER /DIN hA IRST OBSERVATION IS THAT THE FAC
better and make the world be seen. [...] All the theorists of the frame emphasize
its power of concentration (preventing the gaze from wandering), insulation and
ostension (it has a deictic value)” (Odin 2016, 183).

At the same time, this frame projected by the home video in  The Oak contains
essential data that will prove to be fundamental by the end of the screen time,

6 “In place of formulations that give primacy to cinema or to memory, what emerges is a liminal
conception of cinema/memory, where the boundaries between memory and cinema are
dissolved in favour of a view of their mutuality and inseparability.” (Radstone paraphrased by
Collenberg-Gonzalez 2016, 249.)

7 As summarized by Collenberg-Gonzalez (2016, 248), these are: “Films that thematize memory
and are seeped within a memory culture as demonstrated in the types of documentaries, making
of, and marketing paraphernalia that encourage remembering.”
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ALTHOUGH AT THIS POINT IN THE NARRATIVE THERE IS NO
to assess the relevance of the projected video material. This relevance might only
be intuited by submitting to what Dominique Chateau terms “the hypnosis of the
screen,” via perceptually guided, physical processes: “the screen is hypnotic.
Light somehow replaces the stare of the hypnotist. Two characteristics of the
screen remind us of fascination as psychoanalysis envisaged it (including Freud
AND ,ACAN IRST IT DEPENDS UPON A RESTRICTION OF TF
and, correlatively, requires a strong focus of the gaze; second, it captures not only
the gaze, but the mind in a way that reminds us of hypnosis” (Chateau 2016, 197).
4HE FORCE OF THE HYPNOTIC SCREEN WILL BE RE CONIRME
WHEN THE MEANING AND CONDITIONS OF THE HIGHLY MEN
OF THE ILM WITH ADULT .ELA LOOKING AT THE SPECTATOF
meaning only if one returns to the introductory home movie sequence projected
on the wall and re-assesses its relevance for the narrative just viewed. Nela is
the main focalizer character in the narrative, it is her multiple personal traumas
and the collective traumas of Romanians under communist dictatorship that are
HIGHLIGHTED IN THIS SHORT HOME VIDEO WITH "IULIANA "R
of (the) screen fully operative throughout the sequence: “an actual projective
surface onto which an experience of close relations between subject and object is
inscribed, in a way that overcomes divisions between outside and inside, inward
and outward” (Bruno 2014, 86).
A valuable contribution to understanding the survival strategies of what
Gaudreault and Marion nhame “non-hegemonic cinema-in-the-digital-era” (2015,
14) is Roger Odin’s conception of various screen types in his 2016 study. Here he
differentiates between physical, mental or internalized, and dream screens based
on a materialist-phenomenological grounding similar to what was palpable in
Sobchack’s delimitation of the photographic, the cinematic and the electronic
screen eras (2000). Odin states that “the notion of a mental screen corresponds
to physical screens (cinema, television) that have become mental spaces. Dream
screens are mental screens waiting for physical manifestation; one must note
that this type of screen is the source of certain inventions: cinema and television
have been dream screens before being invented” (Odin 2016, 185). Odin pays
special attention to the “mental cinema screen” that constitutes the kernel of
his argumentation, and which is operative in our contemporary practices of
WATCHING FEATURE ILMS ON VARIOUS NON CINEMATIC
“cinema has become a mental screen, a screen that functions as a constraint
when you see a movie in a physical communication space other than the cinema
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space” (Odin 2016, 177). Examples like Nela and her father's home video
sequence from Pintilie’'s The Oak force the viewer to constantly shift between
the actual cinematic screen and the mental screen not of cinema, as Roger Odin
formulates, but of the mental construction of smaller format electronic screens.
Staging narratively relevant information on home video projections, on television
SCREENS OR ON MOBILE SMARTPHONE SCREENS SEEMS
viewers for the inevitable transformations that need to be pursued when leaving
behind Gaudreault and Marion’s hegemonic cinema for the sake of its expanded,
and later fragmented variant in the 21 st century.
This mechanism is fully at work in the two short sequences preceding the
end of Andrei Zvyagintsev's 2017 Loveless, when the search for missing 11-
year old Aljosa is over, and the two parents are settled with their new families/
PARTNERS 4HE FATHER !LEKSEY 20ZIN IS SEEN IN A N/
WITH A FRAMED TAPESTRY OF FOREST ANIMALS BEHIND
hypnotizing beams broadcasting about the war in Ukraine in front of him. The
son is visibly unable to capture the affection of his father. The mother (Maryana
Spivak) is also watching TV in the elegant upper middle-class interior of her
partner's home, simultaneously to being occupied with her smartphone screen.
A news programme informing about casualties in the Russian-Ukrainian war is
transmitted and shown to the viewers on a diegetic television screen, containing
the testimony of distressed locals, a view faced by a mother who has recently had
her son gone missing. With the television broadcast's sonic aura fully effective
throughout the sequence — as was in the previous scene with the father's new
family — the mother putting on a sportswear with a “Russia” inscription on it
becomes a deeply symbolic gesture. As she goes outside to run on the treadmill
further non-cinematic mental screen operators are inserted in the image, besides
the already present television and smartphone screens. [Fig. 1.] The mother
is framed by large French windows, clearly separating the grey and spacious
interior from the trees outside on which snow starts to fall, furthermore she also
manipulates the treadmill's electronic screen to regulate the speed of the band.
JN THE NEXT SHOT A IX CAMERA ILMS THE RUNNING WO
SLOWLY STARTS TO NARROW ITS FOCUS TRAPPING THE
tighter frame of cinematic screen, the mother stops her determined workout, and
facing the camera, clearly breaks the fourth wall. [Fig. 2.] Female and motherly
trauma, over-politicized and nationally allegorized through the television signals
of the Ukrainian war and her red sweater with the “Russia” inscription on it,
IS CONVEYED THROUGH A IX IMAGE OF A CINEMATIC NA
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bordering on stillness is, however, fundamentally dependent on the encaging
operations of the several non-cinematic frames (some of them also screens) active
in such a short scene: the smartphone screen, the television screen, the French
WINDOW THE TREADMILL S LAPTOP SCREEN AND INALLY TF
framing activity, made present through the slow focusing advancement.

In Nils Arden Oplev’s 2009 adaptation, The Girl with the Dragon Tattoo (Mé&n
som hatar kvinnor ), detecting journalist Michael Blomkvist (Michael Nyqvist)
analyses the report photo series taken on the day of the murder of sexually abused
victim Harriet Vanger (Julia Sporre) . After having digitized them, he dissects their
surface by a repetitive imposition of tighter and tighter frames on the originally
high-angle panorama shot taken from a street-side balcony. The last moments
of the photographs extending over the whole screen surface of the cinematic
diegesis are wrapped by the voice-over of old Henrik Vanger, who informs us that
hTHIS IS THE IRST TRACE IN THE CASE ;INVESTIGATED= IN
WITH THE TWO MEN LOOKING AT A COMPUTER SCREEN IN |
is in their conversation that the seeds of traumatic interpretation are planted:
“her murderer” must have caught Harriet's look apparently directly staring
at us. [Fig. 3.] The gesture of Harriet's breaking the fourth wall, in a moment
reminiscent of the mother’s look in  Loveless, evokes the category of Francesco
Casetti’s “interpellation” (1998). 2 It is indicative of the trauma buried inside the
LONG GONE FEMALE CHARACTER WHO EXISTS AS A MEMOR
level narration/diegetic world, while also an explicit index pointing towards the
group of morally corrupt industrial magnates, emphasizing their role as buriers
of Swedish social democracy.

Roger Odin’s already cited media anthropological observation referring to
“cinema halving] become a mental screen, a screen that functions as a constraint”

/DIN CAN BE SAID TO BE IGURATIVELY STAGED IN

diegetic narratives in such moments when the originally non-cinematic,
electronic, (intra)diegetic images are morphing into close-ups with an ambiguous
diegetic status that tend to engulf the whole cinematic screen for several seconds
of the narrative screen time. A further example might be cited from Ruben
Ostlund’s 2017 4HE 3 Q UwhBnEhe dominant art museum curator Christian’s
(Claes Bang) descent into a series of traumatizing events has already started, and
HE SEES FOR THE IRST TIME THE MARKETING VIDB&®O THAT \

8 “A direct address to a virtual spectator, a gaze and voice from the screen aimed at this individual
as if to invite him to participate in the action. [...] the recognition of someone who, in turn, is
expected to recognize himself as the immediate interlocutor.” (Casetti 1998, 16.)
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3QUARHIS ARTWORK FURTHER QUALIIED hAS A SANCTUA
IS ACTUALLY A FRAME THAT CREATES A DIFFERENT SCALE
of museum space, or in Odin’s words: “framing is not just simple observation:

THE SCREEN IS A MENTAL OPERATOR A ILTER THAT PRO
perception of reality as it introduces points of reference (the edges of the frame)

that lead us to build relationships that do not exist in reality” (Odin 2016, 83).

Christian starts to view on his infamous smartphone the video that through its
politically incorrect depiction of an exploding blonde child beggar has generated a
huge number of views on YouTube. [Fig. 4.] The promotional viral video displays the
most traumatic, but also most traumatizing visual material, linked to child/female
TRAUMA OF THE OTHERWISE HIGHLY DARING ILM (ITHER"
screen, the exploding blonde child beggar will cover the whole cinematic screen,
and the fade in, fade out, slide-like construction of the video clip emphasizes its
NATURE DIFFERENT FROM THE ILMIC IIMAG N ShNID3HESR EEN
similarities to terrorist activist videos. The violently politically incorrect video
taps into the hidden fears and wishes of many civilized and cultured Swedes,
with the exploding beggar girl framed by a small screen that allegorizes whole
ethnic/social collectivities as was the case with Nelain ~ The Oak, or Harrietin The
Girl with the Dragon Tattoo , and the mother in Loveless.In 4HE 3Q WadRiEe
electronic, non-cinematic screens, apparently scattered through the diegetic world
AS NON SIGNIICANT PROILMIC PROPS WITH THE FUNCTIO
creating what Roland Barthes names “l'effetdur éELV NOT ONLY RE
DEmECT AND INTERPRET THE IRST LEVEL NARRATIVE BU!
truly traumatic/traumatizing ultimate truths that cannot be handled through the
given system of representation of the linear, realist-type narrative diegesis.

The recurrent interplay of non-cinematic, projected or electronic screens, and
CINEMATIC SCREENS IN RECENT %UROPEAN ILMS IS DEINI
of focused attention, borderlines, and cognitive edges introduced in a semiotically
CHARGED ILMIC DIEGETIC WORLD AND IT MIGHT BE ATT
and even burden, of representing traumatic experiences of collectivities through
immobilizing and de-framing female characters from the diegetic events. The
connected collectivities might be ethnically, economically, or socially coded:
(post)communist Romanians, (post)welfare Swedes, (post)democratic Russians, or

POST LIBERAL $ANES AND POST ANALOGUE &RENCH POP

In Thomas Vinterberg’s The Commune we are presented the life of a Copenhagen
commune during the Cambodian war (1975-1977). Anna (Tryne Dyrholm) and
Erik (Ulrich Thomsen) own the house where the commune is living, Anna being
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a famous news-presenter in Danish public television, while Erik a university
teacher in architecture, and they have together a teenage daughter. Anna’s descent
into the circles of her and the commune’s private, but also personal hells start to
intensify when Erik, her faithful, loyal and kind husband falls in love with his
young and beautiful student, Emma. Given the timeframe of the diegetic world, the
main non-cinematic, electronic screen that hovers over this diegetic world is the
ANALOGUE BLACK AND WHITE TELEVISION SET S mAT AND ¢
UPTIGHT TORSO AND OFICIALLY KIND FACE APPEARS SEVE
[Fig. 5.] Within this sequence the camera moves horizontally, leaving Anna and
Erik's daughter and her boyfriend making love on the bed, only to let enter into
the frame the television set and de-coloured, distant, mediated Anna, obviously
UNAWARE OF HER DAUGHTER S BEING INITIATED INTO SEXU
and the shot is staged so as to create the feeling of depth in the room, Anna’s being
encaged by the television set’s old-fashioned, low-resolution screen surface starts
to develop very early, together with the intradiegetic, yet non-cinematic screen’s
CAPACITY OF COMMENTING AND REmMECTING ON THE DIEGE
use of in a methodical manner, even before the sequence that demonstrates the
method of morphing non-cinematic, electronic diegetic screens into metadiegetic
close-ups covering the whole surface of the cinematic screen.
Here we are after Erik’'s young mistress moved in with the commune, to the
generous offer of Anna herself, and the two (rival) women have apparently shared
moments of harmony too, when they went shopping together. However, Anna’s
well-composed facade begins to crack, we see her neurotically tense face during the
editorial meeting too, and she cannot bear being made-up by an equally beautiful
young woman, being in need of her daily alcohol portion even before entering the
television news transmission room. The presence of the various, non-cinematic
screens that will morph into metadiegetic shots constituting traumatic screens is
also diegetically motivated, as it was in all the previous examples. The cameras’
OPTICS CIRCLE AROUND THE LONELY FEMALE IGURE WHO B
TOGETHER AND THE ILMIC IMAGE CHOOSES TO LINGER ON
she closes her eyes so as to shield her from the world. Her wrinkled and made-
up eyes full of sadness and resignation are shown in a strangely framed shot that
CUTS HER FACE IN TWO INNA S PROILMIC CLOSE UP ILLS
before her television-screen mediated image appears to us. As she is supposed
to enter into live transmission, the countdown of the programme coordinator
BEGINS BUT TEARS START TO mOW FROM INNA S EYES (ER
UP EMERGES AS HIGHLY ARTIICIAL WHEN COMPARED TO T
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way of framing: interestingly, instead of choosing to show it as seen through a
television screen, Vinterberg chooses to show only its supposed effect, as the
technical personnel far away starts to wave their hands, having noticed on their
electronic monitors that the news presenter is crying, instead of professionally
reading the news headlines.
4HE ILMIC IMAGE KEEPS ON MOVING BETWEEN INNA
highlighting Tryne Dyrholm’s inspired performance, and showing the effect of
this performance on the technical personnel of the TV studio. Anna is taken
away in a slowed-down sequence, with the pace of the music matching the tragic
denouement. The sequence ends with Anna and her two colleagues disappearing
in the darkness that envelops the television cameras, and with the diegetic closeup
of the black-and-white television screen, which presents an error signal so well
known from analogue television era. Thus, though not actually introducing the
tragic female face on the television screen — another non-cinematic, smaller
electronic screen enclosed in this diegetic world —, Vinterberg succeeds in
generating Odin’s mental screen, but this time formatted for the television screen.
In Vinterberg’s The Commune this mental screen materializes as a (meta)diegetic
close-up apparently about the failure of Danish television, while also representing
the breakdown of Anna, her trauma of being abandoned and left on her own.
My last example is Olivier Assayas’s 2014 The Clouds of Sils Maria, A ILM
where the French director juxtaposes the generation of digital immigrants to
that of digital natives by showing these, on the one hand, as women in masked
hierarchical relationships to each other, and on the other hand, by creating a
DIEGETIC WORLD ABOUT CONTEMPORARY THEATRE AND |
within the online internet sphere. Maria Enders (Juliette Binoche) is a world-
famous actress with a long career, weary of the digital (“I'm sick of acting hanging
from wires in front of green screen” — she categorizes her experiences in action
blockbusters) and who embraces the analogue. Maria is contrasted with both
Valentine (Kristen Stewart) — her young assistant, whose two smartphones and
TABLET ARE FULLY INTEGRATED INTO HER mESH AND BO
(Chloé Grace Moretz), a Hollywood fantasy blockbuster superstar, famous for her
private scandals gone viral.
4HE INAL P@lguds i@ Sils Maria presents the theatrical performance of
the play entitted Maloja Snake THE STORY OF A POWERFUL IRM EXE
played by Maria Enders) and her painful lesbian love story with her ruthless young
assistant (Sigrid as played by Jo-Ann Ellis). Sigrid enters the cubes signifying
THE COMPANY OFICES TAKES ILES FROM THE DESKS OF
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END OF THE THEATRICAL SCENE BUT ALSO OF THAT OF TH
GEOMETRICAL STERILE OFICE SPACE TOWARDS THE AUDII
edge of the stage. The camera focuses on Jo-Ann-as-Sigrid’s angry, disillusioned,
TIRED AND SAD FACE THIS FEMALE FACE IS ILMED IN REA
HUGE CANVAS OF THE STAGE IN MAGNIIED PROPORTIONS
overimposed on it. The view created is that of a beautiful female head squeezed
THROUGH THE GRID OF PIXELS AND GEOMETRICAL LINES
DIGITAL ENVIRONMENT OF S AND S 4HE ANALOGUE NARRA
performing a role in the sketchy environment of a theatre play is transmediated
INTO THE DIGITAL ILMIC IMAGE OF THE SAME THEATRE AC"
EYES CREATING A HYBRID REPRESENTATION THAT IS NEIT
ILMED THEATRE SCENE OR DIGITAL ILMIC IMAGE BUT ALL (
3UCH INTRA DIEGETIC SHOTS TRANSFORMING INTO MET
shots, which often are close-ups, exemplify what Odin calls “inclusion,” e.g. those
moments when “the mental cinema screen encompasses and somehow erases the
physical space” (Odin 2016, 179). These long-duration shots ambiguous as for
their diegetic status — no focalizer character’s optical POV matches them — turn
INTO MOMENTS OF TRUE SPECTACLE OFFERED TO THE ILM \
the process of immobilizing animate images, of which Gaudreault and Marion
WRITE THAT hWITHIN THE mOW OF DIGITAL VISUAL MEDIA .
animation of these media, the ‘moveable’ image has become almost the norm
AND THE STILL IMAGE THE EXCEPTIONYV IND DEINI
an aesthetic attitude that framing entails is also present in such moments: “ the
DESIRE TO SEE SOMETHING @FRAMED REMECTS A WILL T
aesthetic. [...] One can see this movement as a way to extract or at least to protect
oneself from the world and its hazards. The frame effect can then turn into a
screen effect: framing to make something seen, but also screening oneself from
the world” (Odin 2016, 183).
-Y MAIN QUESTION IN THIS ESSAY HAS BEEN WHEN WE H
screens in a narrative, what is their role apart from denoting everyday reality
objects? | suggested that such screens are used not only as props, but as frames
that re-order and aestheticize levels of reality, while focusing, in a hypnotic
manner, the viewers’ attention. The examinations show that these electronic
screens also need to contain such traumatic images that constitute the kernel of
especially the female main characters, and in this respect they seem to oppose
the concept of screens as “mere mediation surfaces.” It is of the latter that Marco
Rubio writes, based on Richard Barbeau and Raphé&el Lellouche’s screen theory,
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that “Lellouche’s* L TCRAN A M NsEnseWdal Enderlines the ‘forgetting’ of the

message by the screens: the screens are becoming a mere format for completely
interchangeable messages, mere mediation surfaces, which are not determined by

the nature or characteristics of their messages” (Marco Rubio 2016, 221). Finally,

these electronic screens force the viewer to constantly shift between the actual

cinematic screen conventions and the mental screen not of Odin’s cinema, but

THAT OF SMALLER FORMAT ELECTRONIC SCREENS TRAINI
of expanded and fragmented cinema.

Thomas Elsaesser proposes a cinema that “does not project itself as awindow on
THE WORLD NOR REQUIRES IXED BOUNDARIES OF SPACE L
an ambient form of spectacle and event, where no clear spatial divisions between
inside and outside pertain” (Elsaesser 2016, 133). On her turn, Giuliana Bruno
observes that “[w]e no longer face or confront a screen only frontally but rather
are immersed in an environment of screens” (Bruno 2014, 102), which she also
names, based on Pippilotti Rist's 2010 installation  Layers Mama Layers hA mUID
haptic world of surrounding screens,” “where one becomes an integral part of a
pervasive screen environment in which it is no longer preferable or even possible
TO BE POSITIONED IN FRONT OF THE WORKvVv "RUNO
narrative which embeds multiple electronic screens within the diegesis designed
for classical cinematic screen, dispersing relevant narrative information on these
screen surfaces, to the degree that it might even generate “multiple diegetic
worlds” (Elsaesser 2016, 69) may be considered an intermediary form between
IXED SCREEN IXED SPECTATOR PHOTOGRAPHIC CINEMA A
post-photographic cinema or Bruno’s “surround screen environments.”

These examples are also instances of technological interactivity within the
DIEGETIC ILMIC WORLDS FOR THE ICTIVE CHARACTERS
of questioning, expanding, erasing or simply dispersing the narratively valid
information on various electronic surfaces they also force what Gaudreault and
Marion name “passive viewer” watching “linear cinema” (2015, 10) into a highly
active one, who must energize their mental screen for electronic small portable
SCREENS WITHIN A ILMIC DIEGETIC WORLD WHILE SIMU
narrative world(s) as having multiple, intersecting levels. Interestingly, this trope
of/for technological interactivity characteristic of expanded (remote controls) and
FRAGMENTED TOUCH SCREENS CINEMA LEAVES ROOM FO
in the digital 21 st century, represented by such doyens of moving image theory as
Raymond Bellour or Jacques Aumont, with the latter's axiom — “any presentation
OF AILM WHICH LETS ME INTERRUPT Onat dhhental-+judtddE E X P E
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by Gaudreault and Marion 2015, 25) remaining valid too. Or as Gaudreault and

Marion prophetically formulate: “no matter what happens to it, there always

remains something of cinema in the supposedly degraded images of every very-
small-screen device” (2015, 60). Such a temporally limited, geographically and
CULTURALLY DEINED CORPUS MIGHT ALSO OFFER US hTHE
frame” (Elsaesser 2016, 112) in a region that has more abruptly collided with

convergence culture, being more weakly equipped in dealing with multiscreen

realities, yet obviously receptive to global trends in media and gallery art.
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Abstract. In close intratextual connection with earlier pieces of Jafar Panahi's
oeuvre, pre-eminently The Mirror (Ayneh, 1997) and Offside (2006), his recent
ILMS MADE IN ILLEG A ThBYs NohaG-llny D)INI GL M NafariPanahi
and Mojtaba Mirtahmasb, 2011), Closed Curtain (Pardeh, Jafar Panahi and
Kambuzia Partovi, 2013) and Taxi Tehran (Jafar Panahi, 2015), reformulate
the relationship between cinema and the “real,” defying the limitations

OF ILMMAKING IN ASTOUNDING WAYS 4HE PAPER ADDRESSE
cinema, pertaining to those instances of cinematic “impurity” in which “the
medium disregards its own limits in order to politically interfere with the

other arts and life itself” (Nagib 2016, 132). Panahi’s overtly confrontational
(non-)cinematic discourse is an eminent example of “accented cinema”

AICY (IS ARTISANAL AND SECRET USE OF THE CAMERA
CONDITIONS AND EXTREME LIMITATIONS AS REGARDS PROILM
FAKE TAXI INTERIOR n GIVES WAY FOR MULTILAYERED REmMEX
ACTORIAL PRESENCE PERFORMATIVE SELF ILMING AND THE/
gestures, with a special emphasis on the off-screen and remediated video-
orality performed in front of, or directly addressed to the camera. The paper
EXPLORES THE WAYS IN WHICH THE ILMMAKER S TACTICS BEC
OF hPOLITICIZED IMMEDIACYvVv .AICY THAT CALL FOR T&F
an also indispensably political act (Schréter 2010). *

Keywords: *AFAR OANAHNGNILOMSEEMA REmMEXIVITY INTERMEDIALIT?

The Camera in House Arrest. In the Context of
Accented Cinema

In an interview for Agence France-Presse in 2010, the year in which Jafar Panahi
was arrested with the charge of propaganda against the Iranian government, he
MADE THE FOLLOWING STATEMENT hWHEN A ILMMAKER DO

1
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HE IS JAILED %VEN WHEN HE IS FREED FROM THE SMALL
in a larger jail. The main question is: Why should it be a crime to make a movie?

' INISHED ILM WELL IT CAN GET BANNED BUT NOT THE [
OANAHI S ILMS WERE BORN UNDER THE RULE OF THE )S
that — contrary to the regime prior to the 1979 Iranian revolution, the Pahlavi era,
CHARACTERIZED BY THE mOURISHING OF THE INSTITUTIC
THE ART OF CINEMA AND HAS IMPOSED SERIOUS RESTRIC
IT IS IN THIS PERIOD THAT )RANIAN ILM HAS REVIVED H
its subservience to the thematic, generic and stylistic palette of Western cinema

and has evolved into an autonomous use of the medium, with several authorial
CONTRIBUTIONS OF ILMMAKERS SUCH AS !'BBAS +1AROS
Asghar Farhadi, Majid Majidi, to mention but the most notable ones, who have

shaped the trend of the Iranian New Wave.

)N AFTER SEVERAL YEARS OF CONmMICT OVER HIS
propaganda, his free treatment of social-political matters and the profoundly
HUMANIST PERSPECTIVE EMPLOYED IN HIS ILMS *AFAR (
YEARS OF PRISON AND A YEAR BAN ON ILMMAKING I!FTE
his sentence was changed into house arrest; now he can freely move but is not
ALLOWED TO LEAVE THE COUNTRY AND ABOVE ALL HE |
)T IS UNDER THESE CONDITIONS THAT HIS RECENT ILMS
sentence in house arrest, he made This Is Nota Film (2011), co-authored by Mojtaba
-IRTAHMASB WHICH WAS SMUGGLED OUT OF )RAN ON A
CAKE AND PRESENTED AT THE #ANNES &ILM &ESTIV
Closed Curtain , co-authored by Kambuzia Partovi, was made in 2013 and won the
Silver Bear for Best Script at the Berlin Film Festival. His third work, Taxi Tehran ,
premiered at the 2015 Berlin Film Festival and won the Golden Bear for Best Film.

In close intratextual connection with earlier pieces of his oeuvre, pre-eminently
The Mirror (Ayneh, 1997) and Offside HIS RECENT ILMS REFORI
RELATIONSHIP BETWEEN CINEMA AND THE hREAL v DEFYIN
in astounding ways. The paper addresses the ways in which Jafar Panahi’s works
TRANSGRESS THE BOUNDARIES BETWEEN DOCUMENTARY
mediated, cinema and non-cinema, pertaining to those instances of cinematic
“impurity” in which “the medium disregards its own limits in order to politically
interfere with the other arts and life itself” (Nagib 2016). As overtly expressed in the
TITLE OF HIS ILM THAT REPRODUCES THE FAMOUS -AG
ILMS v BUT RATHER CRIES FOR HELP MANIFESTATIONS OF
the medium, responses of creativity in conditions of extreme limitation of creativity.
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Panahi’s clandestine trilogy is an eminent example of “accented cinema.” Hamid
.AICY REGARDS EXILIC AND DIASPORIC ILMMAKING AS hACC
accent emanates not so much from the accented speech of the diegetic characters
AS FROM THE DISPLACEMENT OF THE ILMMAKERS AND THEIR
AICY ICCENTED CINEMA AS HE ARGUES hCROSSE.
5), employing narrative strategies that transgress generic boundaries and subvert
cinematic realism; it is characterized by creating in deterritorialized conditions
and artisanal modes of creation; authorial styles; often by the presence of the
AUTHOR WITHIN THE ILM IN THE INTERSTICE BETWEEN ICT
subjectivity of the dislocated self inhabiting “sites of struggle” (Harlow quoted
IN .AICY FRAGMENTEDNESS OPENNESS AND SELF R
REPRESENTS A DISTINCT CASE OF ACCENTED CINEMA hWH
speak from this site at home, they have an impact, even if, and often because, they
are punished for it. In fact, interrogation, censorship, and jailing are all proof that
THEY HAVE BEEN HEARDvV .AICY *AFAR OANAHI S A
of the camera in deterritorialized conditions and under technological constraints
n ILMMAKING UNDER HOUSE ARREST ILMING IN SECRET |
n GIVES WAY FOR MULTILAYERED REmMEXIVITY INCORPOR
PERFORMATIVE SELF ILMING AND MEDIA ENTANGLEMENT AS
with an implied political stance.
4HE ILMS HAVING h-R OANAHIv HIMSELF AS THE PROTAG
boundaries of “home” movie, to be understood literally, in the sense that the
ILM DIRECTOR ALLOWS THE CAMERA INTO HIS OWN HOME T
spaces into the “house” of cinema. Throughout his cinematic career prior to
THE BAN OANAHI USED TO PURSUE HIS PROFESSION AS A
life in the streets of Tehran, “at once a ‘dreamer,’ an ‘artist,” a ‘collector’ and an
‘archaeologist’ who experientially reads the city and articulates his perceptions
INTO ILMIC TEXTSv .IAZI .OTWITHSTANDING HE HA
THE PROTAGONIST OF HIS OWN ILMS PLAYING THE n OVE
THE ILMMAKER 4HUS HIS SURREPTITIOUS WORKS CAN BE
PERFORMANCES CENTRED ON THE SUBJECTIVITY OF THE IL
private and the public, pushed from behind the scenes into the foreground as a
performer who utilizes his own personality and corporeality as a live medium in
INTERACTION WITH THE CINEMATIC APPARATUS WITHIN CON
In This is Not a Film A VIDEO DIARY DOCUMENTING ONE DAY C
awaiting his sentence, the camera directed at Panahi in his home emerges as a
demonstrative act of protest against deterritorialization. Instead of being allowed
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TO RECORD THE SCENES OF THE PLANNED ILM SCRIPT T
co-author Mojtaba Mirtahmasb’s DV camera, in alternation with Panahi’s mobile
PHONE CAMERA RECORDS THE EFFORTS OF THE FRUSTR
some sort of replacement of his original plan. In lack of the possibility of shooting
THE ILM OANAHI PROPOSES TO ENACT HIMSELF A FEW SC
about a girl whose parents do not allow her to study at the university of art and
close her in the house — the story itself being highly reminiscent of Panahi’'s own
CONDITITION !'T A CERTAIN POINT HOWEVER OANAHI LC
BE ENACTED LIKE THIS WHAT IS THE USE OF MAKING THI
remove this cast similarly to Mina, the protagonist of  The Mirror , and searches for
SINGULAR MOMENTS IN MHeCiEck RA008) RndICxnSson Gold (2003),
WHICH TESTIFY TO THE FACT THAT ILMS ARE NOT ENTIRE
there are impulses in the amateurs’ performance that emerge spontaneously
IN THE PROCESS OF SHOOTING ;&IG = 4HE ILM ENDS
and Panahi taking over his DV camera, shooting an impromptu dialogue in the
ELEVATOR n AN EVEN MORE CONINED SPACE n WITH THE
THE BUILDING A TRUE AMATEUR PERFORMANCE CHALLE
&INALLY THE CAMERA FOLLOWS THE BOY OUTSIDE THE E
moments of celebrating Fireworks Wednesday, in the eve of the Persian New
Year, taking place in the streets of Tehran.
In Closed Curtain, “a claustrophobically self-referential chamber piece”
20MNEY A FRAGMENTARY SOLIPSISTIC DOCUICTION
desperate response to the situation of crisis, the interior of Panahi’s own beach
villa becomes the scene of a series of events which are later laid bare as being
directed. A man hiding with his dog (dogs are considered unclean by the Islamic
state) shaves his head to disguise his identity and covers the windows of the villa
with black curtains [Fig. 2], then he is surprised by unexpected visitors, a girl,
Melika, and his brother, Reza, persecuted by the authorities for consuming alcohol
at a beach party. At a certain point the allegedly suicidal girl stops acting as before,
starts pulling the curtains apart and with this gesture a metaleptic trangression of
narrative levels takes place: the whole series of events, perceived so far as “real,”
are unveiled as scenes of a screenplay; the hiding man turns out to be Kambuzia
OARTOVI SCRIPT WRITER AND CO AUTHOR OF THE ONG
curtains. Panabhi also turns up from behind the scenes, revealing the presence of
THE CINEMATIC APPARATUS ON THE UNCOVEREDTWALLS
Circle and The Mirror , become visible. Thus, Closed Curtain, also reminiscent of
The Mirror , this time due to the twist in the narrative, evolves from an apparent
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DOCUMENTATION OF THE hREALvV TO UNVEILIN®mdge AS ICTI

l'oeil effect, acquires a Moebius ribbon-like character, denying/redoubling

hREALITYvV IN A -AGRITTEAN MANNER 4HE ALLEGORICAL IL

surreal scenes about the girl leaving the villa, walking into the sea and gradually

disappearing in the water, then rewound and suggested that all has taken place

IN THE ILMMAKER S DREAM 4HE SUICIDAL GIRL TURNS TH

ILMMAKER WHO ASSOCIATES ESCAPE AND DEATH WITH THE
Panahi has apparently overcome the private crisis and found a loophole to

unwrap his creative energies in his 2015 Taxi Tehran , an homage to Ten, Abbas

+lAROSTAMI S IN TAXI DRAMA 4HE SCENE OF THIS INC

movie is no longer the interior of an immobile location, as in his previous works,

but that of the eponymous means of transport, also an enclosed space, which

however, confers a mobile, dynamic setting and makes possibleanurban mMANNRIE

LETTING OANAHI AND HIS CAMERA BACK TO THE STREETS Ol

ALLOWED TO MOVE AROUND AND MAKE ILMS THEN WITH A |

will let the world in, allowing “reality” to perform itself in front of the camera, on

the apparently improvised “stage” of the taxi interior. Equipped with dashboard

cameras performing the surveillance of the passengers, the fake taxi driven by the

ILMMAKER HIMSELF BECOMES THE SCENE OF LIVELY EPISOL

SUSPENDED THROUGHOUT THE ILM WHETHER THESE HAVE

with employed actors, or we watch spontaneous moments of Panahi’s taxi ride

set up for shooting and it is just the everyday life in Tehran that provides this

mottled mosaic. The puzzle is only reinforced by the absence of the cast in the

closing credits. Matters of life and death, the entire Iranian reality unfold within

the micro-universe of the taxi cab interior, with the passengers hopping in and

out, bringing their stories and dramas as Kammerspiel type mini-capsules — just

AS THE TWO ELDERLY SISTERS BRING THEIR ISH IN A GLASE

lives. The passengers are engaged in hilarious conversations with the taxi driver,

some recognizing Mr Panahi at the wheel, some pointing at the camera, interacting

with the camera (Nasrin Sotoudeh, suspended human rights lawyer, offers a rose

FOR THE SPECTATORS SOME EXPRESSING THEIR SUSPICIC

— all these being inbuilt metaleptic gestures that give the salt and pepper of the

ILM S COMIC AMBIGUITY ;&IG = 3TARTING WITH THE IRST

with the female teacher whether thieves should be hanged (as a twist, he later

introduces himself as being a pickpocket) and ending with two thieves robbing

THE TAXI THE ILM IS IMBUED WITH ALLUSIONS TO THEFT V

DISCOURSE UNFOLDING ON THE RELATIONSHIP BETWEEN IL|
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IN OANAHI S CONVERSATION WITH HIS NIECE (ANA n HIC
important concern, namely remaining loyal to the “real,” as opposed to the ruling

ideology that marauds the essence of reality. The multiple references to cinema

AS WELL AS THE SUBTLE PASSAGES CREATED BETWEEN A
ART THE SPONTANEOUS AND THE STAGED TURN THE CON
PLAYIELD AN EXPANDED SPACE OF REMECTION ON SOCI
THESE WORKS THE CONINED PROILMIC SPACES TURN T&H
“real” and into parables of seclusion, and at the same time, they constantly point

outwards and perform the miraculous transformation of closed spaces into open
social-medial networks.

Non-Cinema: From Media Technology to Media Politics

JN THE IRST PLACE THE ISSUE OF NON CINEMA IS TRIGGE
OF ILM TITLE )F hTHIS IS NOT A ILM v WHAT ARE ITS QUA
OF THE ILM MEDIUM OERCEIVABLY THE STATEMENT IS P/
as the term “non-cinema” is.

In his seminal study entitted Non-Cinema: Digital, Ethics, Multitude , William
Brown starts his argumentation by stating that “non-cinema’ is of course,
paradoxically, cinematic,” that “non-cinema is an intrinsic component, or
quality, of cinema” (2016, 105). It is actually the digital image, he suggests,
that necessitates repositioning what can be regarded as the “dark side,” the
non-cinematic “other” of cinema, a set of qualities that fall within rather than
outside the scope of cinema. Through the analysis of diverse non-mainstream
ILMMAKING PRACTICES OVERARCHING GEOGRAPHICAL B
sides of production/distribution and reception/perception, highlighting the
technological as well as aesthetic aspects of what may be regarded as non-
CINEMA 4HE TECHNOLOGICAL ASPECTS MAY VARY FROM
INTENTION OF MAKIN @GrogiNtecNndibdital limitations due to low
or no budget, material shot with a DV camera or other new media appliances, to
forms of distribution that fall outside the institutional frameworks, while on an
aesthetic level, non-cinema may embrace a whole range of tropes including low
quality (grainy, shaky) or dark, hardly visible images, handheld camera work,
amateur(ish) acting, otherwise not absent from mainstream cinema either but

JNTERESTINGLY AS 7ILLIAM "ROWN MENTIONS IN HIS STUDY THE ILN
SIGNS HIS WORKS WITH THE PHRASE hTHIS IS NOT A ILM BY +HAVN
BEARING MUCH SEMBLANCE TO *AFAR OANAHI S EPONYMOUS LABEL A
the ban.
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gaining an accentuated role in non-cinema. In his study, Brown also expounds
on the paradox of the realism of the digital image, achieved through deliberate,
NON CINEMATIC mAWS THAT SIMULTANEOUSLY CREATE ANI
of the “real.” Hence “the simultaneously self-conscious and realistic treatment
of the work” (Brown 2016, 122), which can also be addressed via the immediacy
and hypermediacy of cinematic experience that constitute the double logic of
remediation (Bolter and Grusin 2000). 3
Beyond the technological and aesthetic features that may delineate the domain
OF NON CINEMA THE DISCOURSE OF NON CINEMA ALSO BRII
implications regarding the politics of the image. Informed by Enriqgue Dussel's
philosophy of “non-being,” encompassing qualities such as the peripheral,
the barbarian and the wretched, as well as by Frangois Laruelle’s terms “non-
philosophy” and “non-photography,” William Brown proposes rethinking “non-
ness” pertaining to cinema as a counter-discourse set against capitalist cinema
and in favour of the liberation of cinema: “in some senses, non-cinema is equally
NOT A REJECTION OF CINEMA IN THAT THESE ARE STILL ILWN
as capitalist, as per Beller's formula, and it is a cinema of liberation, after Dussel”
(Brown 2016, 127, with reference to Beller 2006). The author points at the discourse
OF NON CINEMA AS hWHAT DEMONSTRATES TO US THAT Wt
political as much as (if not more than) an ontological question” (Brown 2016, 110).
JN HER PROFOUND ILM PHIINors@reidd, A TheElD &Aooy of
Politics in Film , Lucia Nagib traverses a distinct route in order to also point
at the close interconnectedness between the negation of cinema and political
engagement? She proposes to rethink the concept of “non-cinema” by historically
tracing its origins among the major discourses pleading the “purity” vs “impurity”
OF CINEMA PAYING SPECIAL ATTENTION AND TRIBUTE TO
“intuit,” as she says, the essence of non-cinema. Bazin’s understanding of cinema
as being the expression of, and profoundly interrelated with, the real, also implies
the acquiescence of the real as what cinema can never ultimately reach. Thus, as
Nagib infers from Bazin’s foundational essay The Ontology of the Photographic

3UCH IS THE WAY IN WHICH LO | IMAGES DIRECT PERCEPTION IN BET\
“the low grade quality of the image — with the grain taking us away from a sense of transparency
and towards a painterly sense of the image maker’s intervention in what is being recorded”
(Brown 2016, 122).

4 See also: Lucia Nagib: & ROM .ON #INEMA TO 40TAL #INEMA ! 2EmECTION ON
Medium . Keynote speech at the international conference The Real and the Intermedial , organized
by the Sapientia Hungarian University of Transylvania, Department of Film, Photography and
Media, Cluj-Napoca, 23—-24 October, 2015. HTTPS WWW YOUTUBE COM WATCH V Y %>
Last accessed 15. 04. 2018.
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Image, “this early inkling of indexicality, which in semiotic parlance means

the material link between sign and referent, was destined to become one of

THE MOST CENTRAL CONCEPTS IN ILM STUDIES "UT IT \
NON CINEMA INSOFAR AS IT IDENTIIES CINEMA WITH RE.
INSUFICIENCY TO FULLY SIGNIFY ITv "ASED ON
Bazin’s realist aesthetic and the position it held in relation to the discourses of

artistic modernism, °the essay celebrates Bazin as the forerunner of thinkers who

“resorted to negative dialectics to make the case for art in cinema” (Nagib 2016,

AND DISCUSSES THE &RENCH ILM THEORIST S CONCE
nucleus of the major satellite terms of non-cinema. In this, she includes Adorno’s
“uncinematic,” expounded on in his ~ Negative Dialectics (1973) and proposed in
defence of cinema as art; Lyotard’s “acinema,” set forth in his essay with the same
titte, Acinema, implying “what is fortuitous, dirty, confused, unsteady, unclear,
poorly framed, overexposed” (Lyotard 1986, 349, quoted in Nagib 2016, 136) and,
together with that, the enjoyment of cinema as art, propagating an anti-utilitarian
APPROACH AND INALLY !LAIN "ADIOU S hIMPURE CINE
Handbook of Inaesthetics (2005), echoing Bazin’s term and idea of incorporating
THE OTHER ARTS AND AT THE SAME TIME IDENTIIED AS
as the essay suggests, non-cinema should be conceived as the “impure” quality
of cinema that distances cinema from itself and approaches it to the real and the
other arts, embracing the ways in which “the medium disregards its own limits in
order to politically interfere with the other arts and life itself” (Nagib 2016, 132).

The two essays outlined above, foundational as regards the positioning of
NON CINEMA ON THE MAP OF ILM THEORY ALBEIT APPLYI
DISCUSSING THE SUBJECT CONVERGE IRST OF ALL IN T
a key issue as regards the politics of the medium.
Non-cinema is not an external “other,” but is inherent in, constitutive of, the
concept of cinema. As Brown suggests, the option for non-cinema is the result of
an ethical decision: “so to choose to look at cinema in this way, democratically
to see both cinema in non-cinema and non-cinema in cinema, becomes an ethical
choice” (2016, 125). Non-cinema allows for cinema to go beyond its limits, in
the sense of being itself “enworlded, entangled” in the “real” (Brown 2016, 125)

5 Philip Rosen’s essay From Impurity to Historicity , analysing Bazin's concept of — the often
mistranslated — “impure cinema” is highly revelatory as concerns the position of Bazin's view
in the context, and even resistant to the context of modernism: “Bazin’s notion of impure
cinema not only opposes the historical avant-garde in cinema, but also a basic premise of much
CLASSICAL ILM THEORY )N SO DOING IT MAY SUPERICIALLY SEEM T(
MODERNIST PROJECT OF DEINING THE UNIQUELY NEW IN THE CINEN
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and being “in permanent communion with what it was not [in Bazin’s view]: the
other arts and real life” (Nagib 2016, 133-134). As William Brown argues, “non-
cinema asks for a politicized, or an ethical, engagement with digital cinema, such
that its democratic ontology is not only understood, but perhaps also honoured
politically” (Brown 2016, 107—-108), idea that he extensively dwells on in his fresh
book on non-cinema, which formulates the thesis that non-cinema challenges
“the limits of cinema and, by extension, the limits of what is constituted as real
in our world of cinema-capital. Non-cinema is for this reason a point where
aesthetics meets politics” (Brown 2018, 2). The examples brought up to support
THE ARGUMENTATION IN .AGIB S ESSAY ARE MEANT TO UN
THE ACT OF TRANSGRESSING THE BORDERS OF MEDIUM SP
realm of the life and the other arts is emphatically a political act in the sense of
“negating cinema in order to let reality speak for itself” (Nagib 2016, 147).
4HE SECOND POINT OF CONVERGENCE CAN BE IDENTIIED
forms of in-betweenness that non-cinema instates, arising from the ambiguity
of the perceived moving image situated, on the one hand, in-between distinct
TECHNOLOGIES OF MEDIATION TRANSPARENCY AND OPACI
as Brown argues, and, on the other hand, the real and the intermedial, as Nagib
elaborates. The status of in-betweenness of non-cinema ensues from its dynamics
of displacement and transgression, from its marginal position, raw matter and
BLURRED CONTOURS WHICH BECOME ALL THE MORE SIGNII
non-cinematic gesture as a political act that distances itself from the cinema and,
synchronously, folds back on the “real.”

Jafar Panahi's Non-Cinema: Passageways between the
“Real” and the (Inter)Medial

*AFAR OANAHI S ILMMAKING PRACTICE MAY SERVE AS AN Il
cinema, a political act and, at the same time, a multilayered, proliferating site

of in-betweenness. His recent clandestine cinema stands on the grounds of his

overt self-exclusion from the realm of cinema, as declared in the title of  This is

Not a Film ENSUING FROM HIS CONmICT WITH THE )RANIAN A
and technological limitations, as well as the concomitant aesthetic decisions,

including self-performance in front of the camera ( This Is Not a Film ), low

quality images due to secret shooting ( Closed Curtain ), and amateur(ish) acting

(Taxi Tehran *AFAR OANAHI S NON CINEMA PERFORMED AS A
has turned into a powerful reinscription into, and an ingenious extension of the
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discourse of cinema, in a way that his non-cinema only adds to the rethinking of
the aesthetic of contemporary cinema and its relation to the “real.”

Panahi's Thisis NotaFim PRE EMINENTLY IGURES AMONG THE E.
BY 7ILLIAM "ROWN AND ,YCIA .AGIB AS ONE STANDING FOR
PARTIALLY WITH A MOBILE PHONE AND AS A CONFRONT;/
created on behalf of the politics of the “real.” As Panahi's earlier, similarly self-
REMEXIVE NON ILM OR COUYTE BiRrob © ErmbktEdd ThRAThIE is
Nota Film and also discussed in Nagib’s essay as “another relentless exercise in self-
negation” (2016, 131) — suggests, Panahi has actually always pursued non-cinema.

It can be said that with the ban his latent and implied non-cinematic practice has

become overt and declared, and there are only differences in degree between his
EARLIER AND MORE RECENT ILMS IN THIS RESPECT OAN,
discourse designates a border zone in which the relationship between the medial

and the political is explored in a way that they incessantly overwrite each other.

The title This is Not a Film evokes the Foucault who extensively wrote about
social exclusion and who wrote about Magritte’s work: “  Ceci n'est pas une
pipe EXEMPLIIES THE PENETRATION OF DISCOURSE INTO 1
discourse’s ambiguous power to deny and to redouble” (Foucault 1983, 37).
INALOGOUSLY OANAHI S NON ILMS CAN BE REGARDED A
penetrates into the form of things, denying and redoubling the representational
layers and attesting the performative power of the medium: the way the rejection
OF THE SITUATION THAT HINDERS THE ILMMAKER IN PUR
AN AFIRMATIVE GESTURE THE NON ILM BECOMING THE
ILM ELEVATES TO A STATE WHERE IT CAN PERFORM ITS
PHYSICAL SECLUSION OF THE ILMMAKER AND THE BAN O
THE BOUNDARY OF CINEMA A LIMINAL PLACE WHERE TF
becomes a political gesture of resistance. Evidently, there is a positive message
in this gesture, implying that no limitation imposed upon cinema can prevent
THE DEVOTED ILMMAKER FROM CREATION 3PATIAL PHY!
since beyond political matters, cinema is where the human being is, indeed an

ICCORDING TO *OANNE 2ICHARDSON COUNTER DOCUMENTARY ILN
DOCUMENTARY BUT SIMULTANEOUSLY NEGATE THEIR FULILLMENT
distortion, interruption of natural time sequences, use of alternative speeds, faked oral-

testimony by actors, and the misappropriation of newsreel footage in incongruous contexts

have all been used to create counter-documentary effects” (Richardson 2000). In The Mirror ,

the aleatory moment of the girl’s stepping out of her role, laying bare the cinematic apparatus,

the asynchronity of the image frame and the sound frame arising from the position of the

microphone that remained attached to the girl after she had left the crew, all count as counter-

documentary effects.
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extension and prosthesis of man in the McLuhanian sense, resulting in a sort of
counter-cinema, a privileged site of in-betweenness, between art and life itself,
between the medial and the political, testifying to the way in which “cinema’s
dissolution into other art forms and life itself results in transformative politics”
(Nagib 2016, 134). Thus, limitation becomes a site of experimentation, pushing
the boundaries of cinema where anti-cinema experiments become gestures of
hPOLITICIZED IMMEDIACYvVv .AICY THAT CALL FOR THE
indispensably political act (Schréter 2010).

The intermediary position of Panahi’s non-cinema, in-between the medial
AND THE POLITICAL ENTAILS THAT HIS ILMS QUALIFY THRC
directions. On the one hand, they fall within the scope of political cinema — a
DISCOURSE OPPOSED TO MAINSTREAM CINEMA AND THUS |
survey of the satellite terms of non-cinema — as they touch upon issues that go
BEYOND THE PARTICULAR CASE OF THE BANNED ILMMAKE
sphere, the private subject becoming a politicized subject. On the other hand,
THEIR MEDIA ORIENTEDNESS AND HEIGHTENED REMEXIVIT
of meta-cinema, laying bare the cinematic apparatus and bestowing memorable
ILM WITHIN THE ILM MOMENTS UPON ILM HISTORY OANAHI
SIGNIICANT MEDIA EVENTS TRIGGERING REACTIONS IN THE
In her survey of Iranian Cinema and Social Media , Michelle Langford regards Jafar
OANAHI S ILM AS A SOCIAL MEDIA EVENT hNOT SO MUC
of newer media, an intermedial vehicle for spreading a crucial message” (2015,
266). As the author suggests, This is Not a Film becomes the content of newer
media, similarly to the way in which it contains a plethora of media references,
FROM OANAHI S EARLIER ILMS AND OBJECT TRACES OF HIS
$6%$S OF ILMS PHOTOS OF OLD ILM STARS n TO HIS OWN DI
the mobile phone, the laptop, the DV camera, the TV screen. In Langford’s use of
the term, intermediality is applied with reference to the multimedia environment
SURROUNDING THE ILM DIRECTOR IN HIS HOME A SPACE hl
OUT OF WHICH A RANGE OF OLD AND NEW MEDIATIZED IMAG
(2015, 265). The way This is Not a Film incorporates, and resonates with images
OF EARLIERe M6, The Circle and Crimson Gold respectively, turns into
A SUBTLE INTRATEXTUAL METAILMIC DTi2®Ortf Rssakealy HAT 1S N
an example of meta-cinema, then This is Not a Film becomes perhaps a form of
meta-meta-cinema” (Langford 2015, 266).

Throughout his cinematic activity, Jafar Panahi has always remained under the
SPELL OF REmEXIVITY 7HAT MAY PRIOR TO THE BAN HAV
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the medium, at the same time “solidly anchored on a real that clashes against and

RUINS THE POSSIBILITY OF A CONVENTIONAL ILMv .AGIB
story of Mina, the little protagonist of  The Mirror , who in an unexpected moment

removes her cast, leaves her role and the entire staff behind only to get lost, but

discretely followed by the camera, in the labyrinth of Tehran’s unconcerned

adult society — has deepened in the recent years in the direction of an even

MORE EMPHATIC REmMEXIVITY EMPLOYED IN A SITE OF C
dominant strategy of Panahi’'s non-cinema. With him, the “real” becomes visible

together with the camera that records it; the camera also becomes part of the
hREALvV TO THE SAME EXTENT AS THE hREALvV IS EVINCED
cinematic medium. Nevertheless, with Panabhi, the “real” is not a mere matter of

SELF SUFICIENT REmMECTION DISTANCED BY PUSHING THE
foreground, by the discourse of representational criticism in the Derridean sense

OF ININITE REGRESS ON THE CONTRARY THE 2EAL CAF
marks, so to say, is there indeed, palpably, painfully, drastically limiting — but

from a shifted angle, also extending — the scope of cinema. In what follows, | will
EXAMINE IN TURN THE APPLIED TACTICS OF WHAT ) HAVE
of Panahi’s clandestine (non-)cinema, contending that these tactics never remain

WITHIN THE CONINES OF THE hPURITYvVv OF THE MEDIUM A¥
resort to “impurities” of cinema, as proposed by Licia Nagib, on Bazinian grounds,

in the sense of reaching out towards “the other arts and life itself” (Nagib 2016,

ILLING THE GAP OF MEDIUM INSUFICIENCY AND AS S
TOOL ONE WHICH ALLOWS US TO IDENTIFY POLITICAL MA°
theory in new and exciting directions” (Nagib 2014, 29).

One of the idiosyncrasies of Panahi’s art, at the same time, the major tactic
of non-cinema extended in the direction of meta-cinema, is the presence of the
camera, laying bare the cinematic apparatus. It is perhaps not an exaggeration
TO AFIRM THAT THE CAMERA ADVANCES INTO THE ROLE
THREE RECENT ILMS PERFORMING SURROGATE ROLES IN
In This Is Not a Film AT THE END OF THE DAY IN LACK OF ANY
to record, two recording appliances, Mirtahmasb’s DV camera and Panahi’s
MOBILE PHONE ARE POINTED AT EACH OTHER BITTERL
gestures of avant-garde art; here, however, it is the framing reality that turns this
MOMENT OF APPARENTLY FORLORN REmMEXIVITY INTO AN
that the cameras are on,” these are the words with which Mirtahmasb leaves
Panahi’'s home, emphasizing the importance of documentation, of making the
“real” visible through its mediation. In their resulting video diary the cinematic
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dispositif , made visible, appears as a tool set against the dispositif or apparatus

of power (Foucault 1980; Agamben 2009). In other words, the technology of the

MEDIUM IS SET AGAINST THE TECHNOLOGY OF POWER IND|I
construction of prohibition through the demonstrative act of using the camera,

WHEREBY THE IMAGE PERFORMS ITS OWN hPOLITICIZED IM
In Closed Curtain , recording evolves from invisibility, from observing the events

taking place in the seaside villa to being unveiled, in a metaleptic twist, as an
ACCOMPLICE IN RECORDING SCENES OF A PRE PLANNED IL
IDENTITY OF THE EMERGING IGURES AS THE SCRIPT WRIT
actress Maryam Mogadam playing Melika’s part. Here, laying bare the situation

OF SHOOTING MAKING VISIBLE THE ILMMAKER IN HIS OW!]
HIS OWN ILMS PREVIOUSLY HIDDEN BEHIND VEILS CONFR!
“real” with the discourse of meta-cinema, showing the two in a particularly

close entanglement. In Taxi Tehran the presence of dash cams is complemented

with the passengers’ own recording media. Such are the injured man’s mobile

phone on which he attempts to record his last will, becoming an accomplished

caricature of media-freak society, and the camera with which Hana, Panahi’s little

NIECE SHOOTS HER OWN ILM NEGOTIATING WITH THE BOY
the money from newlyweds to perform again and restore his actions otherwise

HE SPOILS HER ILM 3HE TRIES TO MAKE A ILM THAT CON
INSTRUCTIONS FAVOURING THE DISCOURSE OF OFICIAL ILN
NORMS OF ILMMAKING AND TAMPERING REALITY 4HE DIAL
Hana clearly marks the borderline between Iranian mainstream ideology and

Panahi’s oppositional non-cinema. [Fig. 4.]

The presence of the camera entails, as another tactic within the strategy of
REmMEXIVITY PERFORMANCE FOR THE CAMERA &ILMING TH
SELF ILMING ILMING THE CAMERA OR hILMING BACKv ARE
REMEXIVITY EXPLORING TO THE FULL THE POSSIBILITIES
ILMMAKING !T THE SAME TIME IT IS IMPORTANT TO EMPHAS
moments are, ultimately, attempts at enacting the “real” in front of the camera,
transmitting an image about the “here and now,” having effect thus in accordance
with the double logic of immediacy and hypermediacy. On-camera performance
in (mimicked) real time, implying breaking the fourth wall, a rupture in the sense
OF A SELF SENSING AND SELF DISPLAYING AWARENESS AP/
today’s new media practice, to the genre of the vlog, with all the ensuing tension
ARISING FROM THE INTERMEDIAL JUNCTION BETWEEN ILM AN
an image of Iran where people are avid media users and media consumers, keen
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ON SPEAKING ABOUT ILM AND MEDIA WHEN CAUGHT IN IN
media appliance, and eager to join games of mediation at any time.
Self-enactment” interspersed with direct camera address is perhaps the most
spectacular in This is Not a Film . In order to provide some sort of surrogate of
THE ILM S SETTING OANAHI TRACES OUT THE AREA OF T
tape on the Persian rug from his living room. [Fig. 5.] The carpet, in itself a mise
enabyme n THAT OF THE WORLD n IS EMPOWERED TO hIMAC
into a mise en abyme of cinematic space. In its two-dimensional materiality, it
BECOMES AN ALLEGORICAL SIGNIIER OF THE ILM SCREE
(Marks 2013, 16). It models another dimension of the medium that breaks down
THE hROUNDvV CINEMATIC EXPERIENCE INTO A hmAT v AT
expression, that is, the molar into the molecular along Laura U. Mark’s (2013)
phenomenology of “thinking like a carpet.” Panahi's enactment turns into a
metacinematic process, a forceful tactic of non-cinema pointing at the limits of
representation, which at the same time is even capable of deluding the ban. As
OANAHI SAYS IN THE ILM h YEARS BAN FROM ILM MAKINC
screenplays, 20 years ban from leaving the country, 20 years ban from having
interviews. Acting and reading screenplays were not mentioned.” Reading the
ILM SCRIPT ALOUD ADDING VERBAL COMMENTS AND SETT
CARRIED OUT BY THE ILM DIRECTOR ALONE FORM PART
THAT TURNS THE SCREENPLAY INTO A MENTAL ILM WITHII
4HE ONE PERSON ENACTMENT OF THE UNMADE ILM INVO
MATERIAL IMMEDIACY WHILE WHAT IS ENAC TEdRseftidE ILM
in absentaa  4HE SPECTATOR IS INVITED TO IMAGINE WHAT
A ILM THAT IS NOT THERE UNMADE UNSEEN COME UND
STILL COMING TO LIFE BEYOND THE GRASP OF THE MED
cinema indeed, which reaches out into the invisible and thus performs what all
art aspires to. The mental images transform external representation into internal
representation; in a media archaeological sense, “the ambivalence of endogene
images and exogene images, which interact on many different levels, is inherent
in the image practice of humanity” (Belting 2005, 304). & The transmediated,

7 Enactment, in its diverse forms of manifestation and with its multiple, often meta-cinematic
connotations, is frequently present not only in Jafar Panahi’s oeuvre, e.g. in his 2006  Offside, in
which the girls who are not allowed, on a gender basis, to enter the stadium and watch the football
MATCH ENACT IT hOFFSIDE v BUT ALSO AT OTHER )RANIAN ILMMAK
Hello Cinema (Salaam Cinema, 1995), a movie about casting, in which the applicants have to
perform themselves in front of the camera.

8 What is more, as Belting points out, this interaction pertains to the politics of images: “the
INTERACTION OF MENTAL IMAGES AND PHYSICAL IMAGES IS A IEL
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ENACTED MENTAL ILM AS NON IMAGE SLIPS OUT FROM

regulations referring to the medium, and creates a space of freedom. Hence the

performative power of enactment as embodied, ethical response, the emanating

force of non-representation, gaining its contours as an immaterial artwork that

OPENS UP A SHARED SPACE OF SOLIDARITY BETWEEN THE
Enactment, with its implied performative power, also carries a critical potential

BY REmMECTING A SITUATION OF DEPRIVATION AND BECOMIN
the medial upon the political.

OERFORMANCE FOR THE CAMERA ENTAILS IN OANAHI S D
ROLE OF ORALITY 40GETHER WITH THE NARROWING OF Tt
IMPLIES CONINED SPACES LIMITED ACTION OFTEN DELIB
camera, and tendentiously reserved camera movement, the utilization of the
verbal channel becomes more pronounced, to such an extent that its foregrounded
mediality permeates the cinematic experience. With Panahi, accented orality
gets shape in a temporal in-betweenness, perceptibly arising from deep down
the Persian traditions and meeting the “third orality” ° of the digital age. It
may result from the video diary format, as in  This Is Not a Film , centred on the
interaction between the performing body and the recording apparatus, with the
implied theatricality of enactment, where speech takes over the leading role and
IS INTENDED TO COMPENSATE FOR REmMECT ON PROCESS
supplant inertia with action, stasis with motion, that is, to reanimate lifelessness
and gain back the spirit of the cinematic. The verbal channel also makes possible
AN INGENIOUS EXTENSION OF THE PROILMIC BY USING TH
mobile phone conversations: the voices of family members, the lawyer, colleagues
AND FRIENDS POPULATE THE ILM S SOUNDSCAPE AND END(
that would otherwise be absent from the spectacle. In Closed Curtain , the main
area of action is, again, the predominance of the verbal channel, manifested
through the female character’s allusive, theatrical way of speaking and through
the male protagonist’s oral performance for his mobile phone with the aim of
documenting and reconstructing the events. A particular layer of the Persian
theatrical tradition is also subtly interwoven into this work: its Persian title,

Pardeh, alludes to pardeh khani (literally meaning “reading off the curtain”), one

concerns the politics of images no less than what the French call the imaginaire of a given
society” (2005, 304).

9 “Today, we have entered another stage of orality. Now orality relies on rewriting, downloading,
recording, transmission and networking. Oral voices are heard everywhere, but given authority
through a number of presentation and storing media, from the blog to the pod-cast. This is the
‘third orality.” (Rasmussen 2014, 27-28.)
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tradition in the Persian theatre — intermedial in itself — referring to the dramatized
narration of historical events or religious-allegorical scenes, involving acting and
SINGING WHICH TAKES PLACE IN FRONT OF A PAINTED
curtain is black, suggesting a void of representation, and the protagonist’s and his
dog's staring at it becomes a form of passive resistance. [Fig. 2.]
Mediated orality becomes perhaps the most conspicuous in  Taxi Tehran ,
which explores to the full the possibilities of verbal action under the limited
circumstances of action within the taxi cab. The passengers, especially Hana,
the little girl, are characterized by exceptional verbosity, complemented with the
sensory experience provided by the Farsi/Persian language, and their corporeality
and gestures are framed in performative interaction with media technology.
They are eager to express and share their opinion, shaping a micro-society that
speaks out social and political matters, thus the taxi interior becomes a forum to
EXCHANGE VIEWS AND OPINIONS AND THE MEDIUM OF IL
direct channel of verbal expression. Human voice becomes a discussion topic
between Panahi and Nasrin Sotoudeh. Panahi says: “I've heard a voice before
seeing you. The voice of a person | heard when | was imprisoned.” Sotoudeh gives
another dimension to the importance of voice by saying that “It often happens
to my clients. They focus on voices. That’s the effect of being blindfolded.” This
also explains the importance of voice at an abstracted level, in the larger jail
that is the coutry, or even more, the entire world itself. As she concludes, eerily
echoing Panahi’s thoughts expressed in his 2010 interview for Agence France-
Presse, quoted at the beginning of the paper: “they make your life a prison. You
go out, but the outside world is nothing but an even larger prison. They make
YOUR BEST FRIENDS YOUR WORST ENEMIES 90U WILL H
leave praying for a safe return. So there is nothing else to do: Nothing to do!” It
IS IN THIS SOCIO POLITICAL CONTEXT THAT THE SIGNIIC/
ILM REEL EMERGES AS A POWERFUL ACT AND TACTIC OF

Conclusions. Shifting Forms of In-Betweenness

Panahi’'s non-cinema arises from the fundamentally non-cinematic condition
OF THE BAN ON ILMMAKING AND DEVELOPS WAYS IN WE
THEMATIZED INCORPORATED AND ULTIMATELY DEIED TH
CHARACTERISTIC OF HIS WORKS PLAYING OFF THE FORMS
each other; creating multiple passageways between the “real” and the mediated; an
ACCENTUATED SELF REmEXIVITY ACHIEVED THROUGH ME
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laying bare the cinematic dispositf AS WELL AS THROUGH A STRONG MET/
developed in the most varied manners; mise-en-scenes in-between the natural
AND THE ARTIICIAL THE SPONTANEOUS AND THE PREMEDI
the amateurish, transparency and (haptic) opacity, immediacy and hypermediacy,
demarcating a site “between-the-images.” This latter term was conceived by
Raymond Bellour as a space of multiple passageways between the “real” and the
reality of the image: “this is how images now come to us: within the space where
we must decide which of them are real images. That is to say a reality of the world,
as virtual and abstract as it may be, reality of an image-as-possible-world” (2012,
17). Panahi’'s works reserve themselves the right of medially overwriting reality, of
always setting up a camera somewhere, becoming therapeutic means through the
belief in the power of, indulgence in the reality of the camera. However, he places
the camera in positions in which the “real” overwrites any attempt of its medial
harnessing. The “real” is not just “out there,” it breaks in, literally: in Closed
Curtain WHILE MAKING THE ILM IN SECRET A BREAK IN TAKES
TAKE PLACE IN THE SPIRIT OF THE ILM S FRUITFUL AMBIG!
further shooting. Melika, the female character tells the script writer/protagonist:
hYOU CAN T STEAL REALITY v CHALLENGING THIHoSBIEALIST
Curtain FAILS TO ACCESS THE hREALvV VIA A ILM SCRIPT BUT
by laying bare the failure in a metaleptic twist. Thus the crisis of representation
RESULTS IN THE FRUITFUL NoXi VeBrEnT e@ds wittEthe EaRi Teft@
its own and being invaded and robbed by two thieves recorded by the surveillance
CAMERA )T SUGGESTS THAT LIFE PROVES TO BE LARGER T
under control, but this is the way in which it truly gets into the focus of the
camera, in line with Panahi’s realist aesthetic, maintaining a subtle, shifting in-
betweenness in this respect throughout his works.
IS A CONCLUSION THE THREE ILMSEMEADHEHAONNDLEKGRAIR TW
ever closer to the “real,” revealing “the entangled, becoming reality that allows
CINEMA TO EXISTv "ROWN WITH AN IMPLIED AWAREN
of the medium to ultimately reach it, thus maintaining their accented, overt,
playful, challenging, stimulating, politicized mediality in conformity with the
entire Panahian oeuvre.

10 Complemented, at the deadline of the present article, with the fourth, most recent Three Faces
(Se rokh THE THEME OF WHICH RESONATES WITHTHSIENdK SCRIPT R
Fim )N OANAHI S NEW ILM n WINNER OF THE "EST 3CREENPLAY !WARTL
Festival —, Behnaz Jafari, an Iranian actress, and Jafar Panahi, acting themselves, are in search of
a girl, Marziyeh Rezaei, after receiving her video message in which she cries for help to escape
from her patriarchal environment and to attend the drama conservatory to become an actress.
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Abstract. '[LTHOUGH THE INTERMEDIALITY OF *EAN ,UC 'ODARD
1980s has been extensively analysed, especially the tableaux vivants in

Passion (1982), little has been said on the intermedial dimension of gesture

in the director’s work of this period. The article investigates how the gestural

mOWS IN 'OBratRNamg: Carmen (Prénom Carmen, 1983) interrelate

heterogeneous forms, meanings, arts, and media. The interconnection

between the gestures of the musicians who are rehearsing Beethoven'’s late

string quartets and the lovers’ gestures, inspired by Rodin’s sculptures, gives

COHESION TO THE HYBRID AESTHETICS OF THE ILM 'ESTURE
incorporates, develops, and sets in motion the features of the other arts, not

only by creating an in-between space that forges links between media, but

especially by exhibiting the process of making itself. Indeed, the relationship

between the performing, musical, and visual arts is made visible in the

exhibition of the corporeal effort of making (whether it be making music,

ILM OR LOVE THAT TENDS TO OPEN THE BOUNDARIES SEPAR
The aural and visual qualities of gestures communicate between themselves,

GENERATING RHYTHMS AND FORMS THAT CIRCULATE IN TH
moving images. By fostering the analogy between the gesture of carving, of

PERFORMING MUSIC AND OF MAKING ILM 'ODARD HIGHLIGH®
arts in cinema, while feeding on their differences.

Keywords: intermediality, gesture, sculpture, music, sound.

After the end of the New Wave in the late 1960s and a decade of militancy and
exploration of video in the 1970s, Jean-Luc Godard returned to cinema in the early
1980s. This period is often considered a return to mythical texts, the great masters
of art history, and, to a certain extent, the themes of the New Wave. First Name:
Carmen (Prénom Carmen, 1983) is the free adaptation into contemporary France
of Prosper Mérimée’s tragic short story Carmen (1845) that inspired Georges Bizet's
famous OPTRA C O M .§78.BNhile robbing a bank with the help of her gang,
Carmen (Maruschka Detmers) falls in love with the watchman Joseph (Jacques
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"ONNAFFI -ANIPULATING HER 5NCLE *EAN 'ODARD HIM
IN AN ASYLUM SHE PLANS TO USE THE SHOOTING OF A |
INDUSTRIALIST )N THE MEANTIME *OSEPH S IANCTE NAI
rehearses Beethoven’s late string quartets with the Prat Quartet. While Laura Mulvey
sees a strong connection between First Name: Carmen and Pierrot le fou (1965),
which “was already a version of the Carmen story” (1992, 84), Guy Scarpetta notes
A DIFFERENCE OF TONE BE Tihg bB&ikbnToH Garfél @nd LUddeph’s
run is no longer utopia, but manipulation, ratios of power, domination, lies, and
ploys (1985, 45). However, similarly to  Passion (1982), the disenchanted criticism
of the pressure of capitalism * 1S COUNTERBALANCED BY THE ILMMAI
THE GESTURES OF CREATION )N A ICTIONAL WORLD WHIC
"EETHOVEN S MUSIC WHICH STRUCTURES THE ENTIRE ILN
exchanges that interconnect the scattered fragments of the editing.

Godard's aesthetics of heterogeneity, which plays with formal contrasts and
variations of tempo, combines heterogeneous motifs and media, while mixing
CONTRASTING GENRES COMEDY MELODRAMA AND CRIME
“the love story is on the one hand made of elliptical gestures and violent clashes,
and on the other intimate moments which combine the poetic with the vulgar,”
Powrie notes (1995, 66). Yet, instead of emphasizing the effects of “dislocation”

OOWRIE THE ILM ESPECIALLY ITS EDITING CREAT
dialogue between the heterogeneous components which constitute it, such as the
musical rehearsals, the pictures and sounds of the sea, and the lovers’ gestures
inspired by Rodin’s sculptures. According to Jacques Ranciére, Godard, in  First
Name: Carmen, works on the mysterious co-presence of the heterogeneous
elements which compose the world, including music. 2 Rather than highlighting
their antagonism, he connects them in “the fusion music of images which unite, in
one and the same breath, the noises of strings, of waves and of bodies” (Ranciére
2004, 81). Although “fusion” is not the most adequate term to qualify Godard’s
editing and gestural research since the director also emphasizes the interval between

1 4HE ILM INSISTENTLY REFERS TO 'ODARD S MILITANT WORK OF THE
THAN IFTEEN YlaKLR®isk FIP&AR Godard shows himself dwelling on similar political
ideas. Strikingly, both in  First Name: Carmen and in an interview for L'Avant-scéne cinéma
published after its release, Godard uses the same words to criticize the excesses of capitalism.
4HE ICTIONAL ILMMAKER WHEN TALKING IN THE ILM STRANGELY ECt
COMMENTS ON THE SAME ILM hTHE MACHINES HAVE STARTED TO PR
to any need from atomic bombs to plastic cups” (Prénom Carmen); “as Norman Mailer said, we
produce more and more, but useless things: the nuclear bomb and plastic cups” (Godard and
Steinebach 1984, 8). All translations are my own unless otherwise stated.

2 According to Rohmer, music in Godard’s cinema does not aim to accompany the image, but is
ILMED AS BEING PART OF THE WORLD PR3KNE A TREE OR THE SEA
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the heterogeneous elements, the interrelation between the musicians’ and actors’
gestures generates shared motifs and rhythms. The “linkage of gestures,” to use
OETRA ,UFMER S EXPRESSION MAKES HOLD TOGETH

In his well-known essay Notes on Gesture 'IORGIO !GAMBEN DEINES CINI

the exhibition of a “pure gesturality” and the exposure of the “mediality” of gesture

n 3IMILARLY 'ODARD DEINES THE ORIGINAL FORM (
“which deals in human gestures and actions (unlike painting or music and dance)
in their reproduction” (Godard and Bachmann 1984, 19). Gesture, which must
not be confused with action, reveals itself in its corporeal qualities. For example,
effort, endurance, dexterity, grace or clumsiness are gestural qualities which
manifest the characters’ attitude and ethical relationship with the world and
others. In this sense, gesture proves to be above all relational and intersubjective.
In First Name: Carmen , gesture can be viewed as a means of interaction, not only
between the characters and musicians, but also between various media and arts,
SUCH AS ILM MUSIC AND SCULPTURE 4HE CRUCIAL ROLE
in-betweenness enables us to rethink the concept of intermediality in cinema.
ICCORDING TO 2GNES OETHP INTERMEDIALITY DESIGNATI
where arts and media circulate and interact. “Cinema seems to consciously
position itself ‘in-between’ media and arts, employing techniques that tap into
the multimedial complexity of cinema, exploiting the possibilities offered by the
distinctive characteristics of the media components involved in the cinematic
PROCESS OF SIGNIICATION AND BRINGING INTO PLAY THE
DIFFERENCES v OETHP "Y DRAWING ON THIS DEINITI
GESTURE IN ILM INTERCONNECTS DIFFERENT MEDIA AND S|
and highlights the relationship between heterogeneous modes of expression.
As Jenny Chamarette suggests, “gesture, in all its philosophical and embodied
complexity, offers a means of thinking about intermediality and intersubjectivity,
as a migratory, transitory process of meaning-making” (2013, 46). She adds that
“gesture is [...] what transmits expression, but also the modality through which
EXPRESSION IS MADE PERCEIVABLEV #HAMARETTE -
only the interaction of different media, but also of different modes of expression
that enter into dialogue and exchange their gestural properties.

JN THE EARLY S 'ODARD MULTIPLIES INTERMEDIAL ST
gestural nature of the cinematic image. In Every Man for Himself (SAUVE QUI PEUT
[lavie], 1980), Godard shows, thanks to the technique of slow motion, the interplay
between the mediality of human gestures and the technological body of cinema
that mechanically reproduces them. In  Passion, Godard stages tableaux vivants
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WHICH THROUGH THE MODELS ATTITUDES AND GESTURE

painting and cinema. Moreover, at the time of First Name: Carmen’s release,

Godard is more and more concerned about the issues of the death of cinema and

of the crucial role of human gesture in the fabrication and communication of

images (Godard and Bachmann 1984, 19; Godard and Steinebach 1984, 8). While

praising the “love of the cinema” (Godard and Bachmann 1984, 15), he criticises

the power of television that, according to him, fails to really communicate with the

spectators and to stimulate their faculty of imagination. He considers television,

which is “causing the decline of the images” (Godard and Bachmann 1984, 18),

as a lifeless mass (“masse amorphe”) that does not address spectators as active

subjects (Godard and Steinebach 1984, 8). By contrast, Godard considers the

cinematic image as a gestural trace of life, like the traces left on the walls of the

caves (Godard and Steinebach 1984, 8). Indeed, far from being only the product

of the cinematic machine, moving images are also made by human gestures. As

THE &RENCH PHILOSOPHER -ARIE *OST -ONDZAIN WRITES

OBJECTS WHICH FORM THE HISTORY OF CINEMA ARE SIG

they address to the spectator. The image is made by “human hands™ (2011, 25).

Exploring the gestural potentialities of cinema, Godard attempts to restore the

capability of the cinematic image to address the spectator's gaze. Beyond the

ontology of cinema, based on the process of mechanical reproduction, the director

seeks to communicate the mark of his gestures, and, in order to rethink the craft of

ILMMAKING DEVELOPS ANALOGIES WITH THE OTHER ARTS
&IRST OF ALL 'ODARD DRAWS ON SILENT CINEMA TO RE

art. In First Name: Carmen, he develops and highlights the interplay and interval

between images, gestures, words, sounds, and music. According to André Leroi-

'"OURHAN THE PERFECTION OF REPRODUCTION IN TALKIN

silent cinema) tends to plunge the spectator’s perception into a state of passivity

that neutralizes his/her effort of interpretation and imagination (1965, 295).

Although Leroi-Gourhan’s assertion is arguable, as sound in talking pictures, for

EXAMPLE ENABLES ILMMAKERS TO DEVELOP THE OFF C/

boundaries between the visible and the invisible, his argument echoes Godard’s

criticism of the “terrorism of language,” which not only is pervasive in television

but also tends to reduce the potentialities of the cinematic image (Godard and

Bachmann 1984, 14). In the title First Name: Carmen , the word prénom points to

what comes before the name, or, in other words, before language. Godard attempts

to show things before they are named by returning to a form of cinema which

precedes the advent of talking pictures: “children are going to play Carmen;
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LIKE #HAPLIN IN THE OLD DAYS "ECAUSE IT IS TRUE THA
which would have become silent with the appearance of talking pictures” (in
Lefévre 1983, 115). In this perspective, Godard’s resistance against the dominant
use of the audiovisual medium manifests itself in ~ Prénom Carmen through the
relationship between the image and the music, and more broadly the soundtrack.
The combination of heterogeneous artistic forms and the hybridization of the
audiovisual medium foster the spectator’s active reception. The coordination of
the musicians’ and characters’ gestures creates what Deleuze names a “pluri-
dimensional, pictorial and musical gest” (1989, 195). Godard weaves a complex
NETWORK OF GESTURES IN ORDER TO COMPOSE THE ILM FI
quartet to the visual and sonic bodily attitudes of the lovers, inspired by Rodin.

In First Name: Carmen , gesture makes the corporeal effort of making, working,
and performing visible and audible. Far from being only visual, gestures produce
sounds, noises, rhythms, and music, which resound in space and time. At the
BEGINNING OF THE ILM WHEN 5NCLE *EAN MAKES THE OB.
resound, the director invites us to consider gesture not only in its visual but
also aural qualities. Like a blind man, he frantically and noisily touches the
windowpanes, as well as other objects, such as the bed, the typewriter, and his
own body. As Deleuze writes on Godard’s cinema, “the body is sound as well as
VISIBLEV A4HE ILMMAKER SHOWS HIS ABILITY TO MA
sounds which, in the sequence described above, have a particular resonance and
PRECISION AS IF THE AUTHOR HAD CAREFULLY SELECTED
-ICHEL #HION ANALYSES HOW ILMMAKERS USUALLY EMPHAS
and “give noise to the body through sound effects” by recreating the sounds in real
life and giving them a “rendering” adapted to the cinema (2009, 237). Although
Godard uses direct sound (Fox 2018, 67), he stresses the musicality of gestures
by revealing the percussive and sonic potentiality of the human body. Jennifer M.
"ARKER DEINES A SONIC BODY NOT AS A BODY THAT MAKES
“resounds” (2013, 252). When the sound propagates in space, it resounds within
AND OUTSIDE THE BODY )N THE ILM THE SOUNDS INCLUD
MUSIC OR EVEN THE BURSTS OF GUNIRE RESOUND FROM O
.OLAND POINTS OUT THE TRACE OF GESTURE CAN BE UNIXE
performance, one medium and/or one body to another (2008, 16). In  First Name:
Carmen, the sound trace of gestures is detached from their visual trace, and is
connected to other visual and/or sound elements in the editing.

In this way, the editing makes the resonance between the music and the actions
of the narrative visually and audibly perceptible. Inspired by the collaboration
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BETWEEN %ISENSTEIN AAdartiBrONEVOKE (1988),®> Godard wrote

the script and shot a large part of the sequences in accordance with Beethoven'’s

late string quartets, which are played in chronological order (the quartets 9, 10,

14, 15, and 16) and developed in the continuity of the sequences (Godard and
"ACHMANN 3TRIKINGLY IN THE SCRIPT THE ILMM
sequence by referring to the tone, the tempo, and the musical intentions of the

quartets (see Godard, 1985). Music becomes a model of composition (“modéle
compositionnel”) which enables Godard to envision the actors’ gestures

(Scarpetta 1985, 48). For example, Godard explains that “the attack on the

bank came to be after [he] heard a certain part of the 10th Quartet” (Godard and

Bachmann 1984, 16). When he edits the attack of the bank in parallel with the

ORAT 1UARTET S REHEARSAL THE ILMMAKER CONNECTS T
performance which is accompanying the on-going action in a distancing effect

(the musicians’ gestures are at once linked to the images of the bank robbery and

kept at a distance, in a separated time-space). At the beginning of the sequence,
'"ODARD CREATES A SUBTLE MATCH CUT BETWEEN THE MO
is waved in all directions, and the bow, which attacks the strings of the violin.

Godard establishes intermedial equivalences between the script and the music

SCORE BETWEEN THE MUSICAL REHEARSAL AND THE SH
rhythm of the musical phrase and the rhythm of the editing, and between the

musical instrument and the actor's body. By interweaving the musicians’ and

the characters’ gestures, Godard creates a choreography which simultaneously

shapes the visual and aural perception of the quartet's performance and of the

action taking place in the bank. Creative and destructive gestures are in dialogue

with one another in a ballet of waving arms; the noise of gunshots, typical of B

movies, contrasts with the elevated style of Beethoven, while the indications of

THE IRST VIOLINIST INSISTING ON THE VIOLENCE OF TH
energy of the shooting scene. On several occasions, the musicians stop playing,

comment upon their performance, and try to improve it by reworking some parts

of the piece: “there it becomes much more tragic;” “it must be more violent;” “the

tempo was a bit slack.” Such recommendations, which they annotate on their

score, determine the colour, the mood, the energy, and the rhythmic sensitivity

of the musical phrase and of the cinematic sequence. Similarly to the actors, who

need to make gestures appropriate to the meaning and/or form that the director

wants to convey, the musicians adapt their gestures to the musical intention that

the conductor wants to achieve.

3 &OR A DETAILED ANALYSIS OF % F84 NaBnie:EJaimén,| demRoE (JCOE 76-181).
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According to Deleuze, Godard succeeds in creating a pluri-dimensional
and musical gestus. Drawing on Brecht, Deleuze uses the term gestus to name
the linkage, interconnection, and coordination of heterogeneous attitudes
AND GESTURES $ELEU gésts ebdked thE |lcomced bf
hypergesture, which has been theorized by Guerino Mazzola in free jazz (2009,
79-87). Hypergesture refers to the dialogue of disparate gestures in a musical
performance. In the Prat Quartet’s performance , for example, the movement of the
violinist’s elbow communicates with the cellist's arm and hand gestures, despite
their physiological dissimilarities. [Fig. 1.] Their posture and gestural techniques
adapt to the shape of their respective instruments. “Hypergesture results [...]
from the subjective resonances that humans perceive between physiologically
different gestures,” Citton explains (2012, 55). The concept highlights the
intersubjective dimension of gestures which, rather than being isolated, achieve
something in common, through interpersonal relations, exchanges, resonances,
dialogue, affective linkage, and collaboration. In  First Name: Carmen, the musical
gestus, as Deleuze notes, coordinates the couple’s and the musician’s respective
gestures: “the rehearsals of the quartet are not limited to developing and directing
the sound qualities of the image, but also the visual qualities, in the sense that
THE CURVE OF THE VIOLINIST S ARM MODIIES THE MOVEME
embracing” (1989, 195). As the script proves, Godard intended to create an effect
of resonance between the curved movements of Claire’s arm when she bows up
and down in sequence 10, and the curved movement of Carmen’s arm when
she embraces Joseph in sequence 11 (Godard 1985, 565). Besides, contradictory
gestures of attraction and rejection structure the lovers’ relationship. When
Joseph approaches Carmen, she rejects him; when Joseph keeps at a distance,
she attracts him. In a scene, Carmen says to Joseph “tirez-vous, attirez-moi” (get
out, catch me) rejecting Joseph (re-pousser), and then attracting him ( at-tirer).
In French, when a violinist pushes the bow up or pulls the bow down, he or
she pousse or tire the bow. In that sense, the dialectical movement of attraction
and rejection that animates the couple’s gestures is directly connected to the
musicians’ gestures of bowing.

Finally, Godard also coordinates Beethoven’s music and the lovers’ gestures with
the sounds of the sea, while developing an analogy with the gesture of carving.
“Godard has likened his method of working with sound in Prénom Carmen to
that of a sculptor,” Fox explains (2018, 71). In the preparation documents of  First
Name: Carmen, Godard juxtaposed some reproductions of Rodin’s sculptures with
Beethoven’'s quotes. He also asked the cinematographer Raoul Coutard, as well



132 Frangois Giraud

as the actors, to see Rodin’s work. Facing their lack of interest, as he repeated in

several interviews, he eventually gave up the idea of imitating his sculptures. “Take

Rodin, the sculptor. In the planning stage of Prénom: Carmen, we had love scenes,

WHICH IN THE END DID NOT BECOME REAL LOVE SCENES

make them like certain Rodin sculptures. In the end the actors didn't like the idea

and we didn’t do it like that, but we continued to call the love scenes ‘the Rodin

scenes.” (Godard and Bachmann, 17.) Nevertheless, Godard felt the sculptural

ASPECT OF THE ILM WHILE EDITING AND MIXING THE SOU

two hands against a surface, he carves space, and since musicians are always

speaking of audible space | think that the thing I'd like to lead them to do is to carve

this audible space” (Godard and Bachmann, 17). By superimposing the sound of

THE SEA AND THE LOVERS BODIES THE ILMMAKER CARV

gestures through editing. If editing and sound are crucial elements to understand

THE INMUENCE OF SCULPTURE IN THE ILM 2ODIN S EXPRE

visible in the mise-en-scéne, in Coutard’s work on lighting, which underlines the

volumes and angles of the body, in the actors’ gestures, and in the shots of waves.
4HROUGHOUT THE ILM 'ODARD INSERTS SHOTS OF WA’

constantly revitalize the movement of the sea. [Fig. 2.] Accordingto AGNES OETHP

THE ILMMAKER USES THE METAPHOR OF EBB AND mOW

idea that “the blank screen becomes the shore of a cinematic ocean where the

waves can be either images or sounds” (2011, 280). In First Name: Carmen, the

cinematic screen becomes the in-between space where gesture generates rhythms,

FORMS AND TRACES WHICH CIRCULATE IN THE CONTINU

images. The images and sounds of the sea echo not only the choreography of the

string quartet — the musicians continuously draw the bow up and down, creating

a tide-like swaying movement that circulates between them —, but also Rodin’s

sculptures. In his well-known essay on the French sculptor, Rilke compares

gestures to rushes of water (jaillissement ), waves, and backwash (see Gheerardyn

2015). He observes how the gesture in The Age of Bronze (LUAge d’airain , 1877)

“bursts forth like a spring that softly ripples over this body” (Rilke 1946, 21). The

EXPRESSIVITY OF THE SCULPTED GESTURES EVOKES TH

the swell. In First Name: Carmen , the opening shot starts with Carmen saying in

voice-over: “it makes terrible waves in me, in you.” In the “Rodin scenes,” the

DIALECTICAL MOVEMENT OF EBB AND mOW ECHOES THE C((

attraction. The water retreats in an inward movement and then springs forwards

and outward, in the same way that the characters’ gestures externalize their inner

contradictory feelings and emotions. For instance, during the sequence in Uncle
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*EAN S mAT AFTER #ARMEN REJECTS *OSEPH S GESTURES
MAN S HAND SUDDENLY SPRINGS FROM THE OFF IELD SPA
shoulder. [Figs. 3—4.] The jaillissement is emphasized by the way Godard turns
off the diegetic sounds in favour of Beethoven and the sound of the waves. The
sudden and silent apparition of Joseph’s hand enables the spectator to perceive
the emergence of the gesture in the frame. The way that Godard isolates the
character’s hand evokes Rodin’s technique of fragmentation which tends to
EMPHASIZE hA BODY S SPECIIC GESTUREV 3TEINBERG
single hands, detached from the rest of the body, which condense “the sum of
gestures which a whole body can make” (Steinberg 2007, 339). Then, after having
inserted a shot showing the surging of the waves, Godard repeats the exact same
take, but instead of editing Beethoven’s music, mixes the sounds of the sea with
Carmen and Joseph’s dialogue. Again, Joseph’s hand springs from the off-camera
space and grips her shoulder, while she says: “you're attracted to me.” Similarly
to the sculptor who works the forms with his two hands, Godard uses only two
mixing tracks because he has “only two hands to manipulate them” (Godard
and Bachmann 1984, 16). While the characters’ gestures echo the continuous
sound of the waves, the cinematic process of repetition contributes to carving the
spectator’s perception of movement in two different ways.
4HE METAPHOR OF THE GESTURE OF CARVING PROLIFERA
uses the sculptural motif to forge links between the images of the quartet, of
the sea, and of the couple, and the editing to create associations, metaphors,
and equivalences. “The view of a violin which is carving [the audible space]” is
associated with the “image of the sea which does the same, carving with waves
AND CREVASSES HIGHS AND LOWS v AND INALLY WITH THE
HAVE MOMENTS OF HIGH AND LOW FEELING v 3UCH A MANN
AND CREATING COHESION DEINES CINEMA ACCORDING TO 'O
together, completely logically, that’s the cinema” (Godard and Bachmann 1984,
17). It is through these gestural dynamics of interrelation and intermediality that
'ODARD AS AILMMAKER SEEKS TO ACTIVELY STIMULATE T
Through the intermedial relationship between cinema and the other arts,
'"ODARD ROOTS THE MEDIA OF MOVING IMAGES AND THE PR
framework of art history. In this perspective, gesture appears as a central element
in the analysis of intermediality in  First Name: Carmen, and more broadly in
'ODARD S CINEMA 7HEN THE ILMMAKER INSISTS ON THE
musicians’ and the actors’ gestures, who work in different places and times, he
DRAWS OUR ATTENTION TO THE CRAFT OF ILMMAKING #INE
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form of art involving the close collaboration of multiple artists, technicians,

performers, the interplay of different media and arts, and the coordination of

a plurality of technical and artistic gestures, from the writing, the preparation,

AND THE SHOOTING TO THE EDITING AND THE MIXING OF

reproduces the actors’ and performers’ gestures, it also communicates, more

indirectly, the invisible trace of all the creative gestures which crucially forge

ITS STYLE )N CONCLUSION WE CAN THUS EXPAND !GAM
cinema by arguing that Godard'’s cinema exhibits the intermediality of gestures.

INE THE ONE HAND THEY INTERACT WITH THE TECHNOLC
other, incorporate and develop the features of the other arts.
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Abstract. This article examines how sensual aspects of the moving image,
such as visual errors, blurring and technical disturbances are employed in
FOUND FOOTAGE ILMS DEALING WITH %ASTERN %UROPEAN ¢

<

REGIME CHANGING EVENTS )N THE SELECTED ILMS %ASTER
visual culture is reworked with the cinematic practices of the post-media

age in order to shape the spectators’ historical consciousness. By deliberate

REFRAMING AND INTENSIFYING THE MEDIUM SPECIIC NOISES O
OR BY AN ARTIICIALLY CREATED VISUAL PRECARIOUSNESS A
awareness is created. The article delineates four different strategies through

which the mediality of the recycled archival footage is brought to the fore

and made operational (engaging the senses of its viewers). *

Keywords: FOUND FOOTAGE ILM SOCIALIST PAST MEDIUM SPEC
visuality, intermediality.

History has become “something to be shown before narrated”
(Ruchel-Stockmans 2015, 41).

4HE RECENT BOOM OF REASSEMBLAGE ILMMAKING HAS
ILMS INTO A LIVELY IELD OF RESEARCH AS IT AROUSED TH
with representation of history and memory, documentary cinema, and media
archaeology. Questions regarding contemporary image recycling exceed the
classical theoretical frames provided by such authors as Jay Leyda (1964),
William Wees (1992), Catherine Russel (1999) or Paul Arthur (1999). These texts
PROVED TO BE PARADIGMATIC IN DEINING FOUND FOOTAGE
of historical events and of the aesthetical approaches to the past (a wide array

1 This work was supported by a grant of the Ministry of National Education, CNCS — UEFISCDI
Romania, project number PN-11I-P4-ID-PCE-2016-0418.
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of conventional and experimental techniques) raise new questions about the
performativity of archival images.

This article explores reassemblage works that offer innovative ways of
representing Eastern European history through a media conscious reworking of
archival materials. The socialist history of Eastern European countries has been
PROCESSED AND POLEMICALLY ADDRESSED BY SEVERAL
a collective memory work. These works ponder on the regime changing events
but also on the everyday life under socialism, through ingenious reshaping of the
images of communism. The fall of the Iron Curtain has been interpreted as a media
event in itself, 2 a highly staged spectacle, effectively dissected in Videograms of a
Revolution (Videogramme einer Revolution (ARUN &AROCKIN!INDREI
an event which, paradoxically, is part of a vivid, communicative memory — in
the sense Jan Assmann (2011) uses the term —, at least part of the memory of the
GENERATIONS BORN BEFORE THE S /NE OF THE CHAR/
with the socialist past is that they initiate their spectator into a memory work
that is different from artworks dealing with post-memory (e.g. with the topic of
World War 1l). The materials available for recycling are also idiosyncratic to the
SOCIALIST YEARS THUS AN %YASTERN %UROPEAN FOUND
WITH THE OFICIAL TELEVISUAL AND PROPAGANDA RECOR
materials originating from the black market, or with amateur media (home video).
These differences are creatively reused in the cinematic medium chosen by the
ILMMAKER WHO ADAPTS OR CONmMICTS MEDIAL DIFFEREN
do in Videograms when they juxtapose the professional, state-controlled media
with the rise of the independent gaze of video cameras.

JMAGES OF COMMUNISM ARE EITHER PROPAGANDA INm
documentaries, newsreels, television broadcasts) or restricted to a very personal
point of view (amateur materials). The control society turned photo-based visual
culture either into a vehicle of agitation, or downplayed the documentary potential
OF THE PHOTOGRAPHIC IMAGES BY PROMOTING IT AS A
DELEGATING IT INTO THE REALM OF CRAFTS "LDICL
visual documents made before 1989, there is a lack of images depicting the actual
SOCIALIST REALITY "LDICL ILTHOUGH THERE ARE
really relate to the lived experiences that people remember. Thus, the existing
archival materials are considered unreliable witnesses of their times, which
STIMULATE CONTEMPORARY ILMMAKERS TO PERFORM A

2 Vilém Flusser famously declared that in the case of the Romanian revolution “there is no reality
behind the image, there are realities in the image” (1990).
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FROM THE VISIBILITY THESE IMAGES OF PAST AFFORD !
REPRESENTATIONAL CONVENTIONS E G THE INDEXICALITY
OCCURS WHICH OAUL 'RTHUR DEINES AS METAPHORIC FABR
Although editing and juxtaposition of sound and image are traditionally
considered to be the main re-interpretive tools in found footage cinema
(Arthur 2000, 63), recent Eastern European productions seem to move beyond
the assemblage of fragments, and attempt to interrogate or detour the images
inherited from the socialist period through an aesthetic based on technical
errors and blurred vision. While constructivist theories such as the montage of
attractions or Vertov's interval investigated the ways in which pieces can be put
TOGETHER IN ORDER TO PRODUCE NEW MEANING IN RECE
unprecedented fascination with the medium and the materiality of the image.
Meta-mediumistic, materialist strategies prevail in the cinema of the digital
AGE 4HE INCREASINGLY SHARPER HIGH DEINITION IMAGE
technologies has resulted in a hyper-realist aesthetic, but also in a revival of the
DECORATIVE PRETTY IMAGE 'ALT OR THE TABLEAU A
contemporary cinema also developed the opposing strategy of “poor images”
3TEYERL LOW DEINITION #ASETTIn30M A&duk/ "AL
INDEINITE "EUGNET NON CINEMATIC .AGIB "ROW
CALLED PRECARIOUS AESTHETIC &ETVEIT IRILD &ETV
retooling of originally unwanted “symptoms of wear and tear, malfunctions
CHARACTERISTIC OF SPECIIC MEDIA AS DELIBERATE EXPF
AS A NEW AESTHETICS THAT OF THE MEDIUM SPECIIC NOI
errors might signal an opposition towards mainstream media aesthetics and
representations, and function as “a potential point of resistance” against the
culture of photographic transparency (Beugnet 2017, 10), or noises can testify
TO THE EMBODIED DIMENSIONS OF IMAGES AS A REmECTI
become and connect us to the world (Fetveit 2013, 197).
The motivations for “thickening” the medium and blurring of vision in a found
FOOTAGE ILM IS DIFFERENT IN A MORE CLASSICAL NARRA’
archival images function as markers of authenticity rather than as the primary
source for the documentarist project (Arthur 1999, 61). Subverting the denotative
and indexical integrity of archival images was more characteristic to avant-
GARDE PRACTICES WHERE REIGURATION AND CREATIVE U
of the image became the norm. Unmediated transparency and exact evidential
illustration is the exception rather than the rule within both paradigms (Arthur
1999, 66). Signs of visual precarity or deterioration play a decisive role in the
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IGURATIVE RESHAPING OF THE ARCHIVAL IMAGE WITHIN
THEY BECOME IGURES OF AUTHENTICITY AND TRUTH WHI
TEND TO IGURATE MEDIATION ITSELF

In contemporary practices the differences between documentarist and
experimental reassemblage have blurred simultaneously with the changing
SIGNIICANCE OF LOW DEINITION IMAGES IN THE NEW MEL
of mediation haunt even the most traditional, narrative documentaries, too.

According to Erika Balsom, in the context of the new media hybridisation, “low-
DEINITION IMAGES SHIFT FROM THE MARKERS OF SPECIIC
markers of intermediality and cinematic expansion” (2017, 84).

JN FOUND FOOTAGE ILMS MEDIUM SPECIIC NOISE BE
intermediality, and it is also bound up with questions relating to embodied vision.
%YMPHASIZING THE TACTILE QUALITIES OF ILM BRINGS IN
THE SKIN OF THE ILM BUT ALSO (ANS "ELTING S DEI
body where images are performed (2014). Certain uses of archival images seem to
be paradigmatic examples for history unfolded through haptic visuality, which
according to Marks, “values the material labor of embodied reception as a way of
being open to the unknown without seeking to master it” (2017, 30-31).  Moreover,
when mobilized through haptic tactics, archival images become “lures to feeling
AND THOUGHTv 7HITEHEAD PARAPHRASED BY -ARKS
of perception and consciousness also alters the possibilities of knowing history
through images. When a found footage practice calls for embodied vision, it also
REDEINES DOCUMENTARY FROM A MODE OF MAKING VISI
to the edge of vision and to the lack of things to see, creating a case of paradox
visibility (see Tarnay 2017). In Aleida Assmann’s words: “material traces are signs
which can restore only ‘a miserable defective shred’ of the magic web of the past”

(1996, 132). The laconic character of the images, their blacks (in the sense Didi-
Huberman uses the term, 2008) and blurs create a distance from what seems to be
an instant view of reality, but they also make an impact on the real, affecting the
here and now of the spectator.

4HE FOLLOWING SUBCHAPTERS LOOK AT %ASTERN %UT
INVESTIGATE HOW THE MEDIUM OF ILM BECOMES THE SKIN
of it) through different media strategies in orderto  provoke historical consciousness
in the spectator. By delineating four, at times simultaneously present strategies of
this media aesthetics, the article will demonstrate how socialist past is enfolded and
UNFOLDED FROM VISUAL SOURCES HELD TO BE UNRELIABL
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The Sensual Archaeology of the Archive

“Mining of the mnemonic depths of the archives,” according to Patricia Pisters
(2016, 162), is besides the multiplications of perspectives on the past and an
intensive affecting remixing, one of the “metallurgic” principles employed by
ILMMAKERS TRYING TO IND THE SINGULAR AND THE CONT
archives, in order to enable a fresh look at history. The processes of detecting and
digging up materials affect the value of images, and also the creative practice and
the aesthetics of the artistic product.

4HE SHEER MULTITUDE TO PLOUGH THROUGH TRANSFOR
an enigmatic fossil rather than a meaningful whole. Aleida Assmann suggests
that as more and more data are registered, and archives are established, cultural
MEMORY IS REDEINED IT BECOMES LESS RELIANT ON TEXT
to traces and eventually to litter (1996, 132). Filmmakers reworking the archival
documents of Eastern European past are in an idiosyncratic position as they have
to excavate state archives which are not fully catalogued, nor digitized, moreover
THEIR COLLECTION IS INMUENCED BY PAST IDEOLOGIES O
materials devaluated as the debris of a past regime. Working in closed, chaotic
ARCHIVES MAKES THE SMALLEST INDING A TREASURE NC
ARCHIVE RESURFACES IN SO MANY %ASTERN %YUROPEAN F(
Sometimes raw materials are found outside the archives, which adheres them to a
different kind of multitude, that of amateur media. On the other hand, during the
EXCAVATION PROCESS THE ILMMAKER ENCOUNTERS DIFFE
or low quality transfers as research copies, which are in the end transferred
DIGITALLY INTO PRISTINE QUALITY COPIES TO BE USED IN
assembled digitally) — all this renders the entangling of the material aspect of
ILMMAKING AN EVEN MORE COMPLICATED PUZZLE

Creating connections within the dilated, the expanded multitude or locating
THE MOST MEANINGFUL MICROFOSSIL HAVE TURNED FOUNI
ARCHAEOLOGY OR A RESEARCH BASED ARTISTIC PRACTICE
Within this context, repurposing and assembling archival footage seems playful
AND SERIOUS AT THE SAME TIME THE CREATIVE OUTCOME
almost always an epistemological treatise of the visual culture as well.

4HE ILMS MADE BY THE OOLISH -ACIEJ $RYGAS CONSTITU-
OF THIS KIND OF ILMMAKING AS HIMSELF ACKNOWLEDGED -
MYSELEMMAKER ) SPEND MOST OF MY TIME DOCUMENTIN
MAKE ILMS 4HE JOB DOES IN FACT RESEMBLE THE WORK C
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EXTENT ) REACH UNDER THE SURFACE UNCOVERING LA
OF TRUTH ABOUT THE WORLD ) M DESCRIBINGvV #ZERKAYV
merely a product of an archival research, they are, at the same time, excavations

into the way images work, gain depth and produce the “real.” Moreover, the fore-
MENTIONED HANDS ON APPROACH TO RESEARCH ALSO IN
OF THE INAL ARTWORK IN AT LEAST TWO WAYS

a) Manufacturing meaning within the multitude of images in the archive

One of the most prevalent topic in the interviews on the pre-production processes

OF A REASSEMBLAGE ILM IS THE AMOUNT OF WORK THAT A

TO THE SELECTION OF THE VISUAL MATERIAL TO BE INCL

“mining the depths of the archive” — which can be a physical pleasure, or an

EXHAUSTING EXPERIENCE n PUTS THE INDINGS INTO AN IN

WAITING TO GAIN SUFICIENT WEIGHT TO ENTER THE ILM

State of Weightlessness (Stan niewa *K O ,a994), Voice of Hope ('*OS NADZIEI

2002), One Day in People’s Poland (*EDEN D ZIE , 2009),2Violated Letters

(Cudze listy, 2011) were made based on extensive research work with a duration

of 3 to 5 years, based on the haptic encounter with the matters of the archives

WITH HANDWRITTEN LETTERS ILM REELS OR SOUND TAP

refusing to work with protective gloves. * %VEN THOUGH THESE ILMS DC

foreground haptic visuality, the physical contact during their elaboration had

SHAPED SIGNIICANTLY THE HISTORICAL AWARENESS AND
There is also a longing of the archives to be dusted down and to be repurposed,

MOST PROMINENTLY EXPRESSED BY SUCH ILMS THAT AR

For example, Deimantas Narkevicius's Into the Unknown (2009) was made on the

invitation of the BFI and of Hartware MedienKunstVerein, Dortmund in order to

MARK THE ANNIVERSARY OF THE FALL OF THE )RON #URT

FROM THE LARGEST SURVIVING COLLECTION OF SOCIALIS’

THE FORMER '$2 AND HOUSED BY THE "&) !S THE TITLE OF

originally designed to be reassuring and attractive at the same time are thrust into

3 “It's just about the everyday archaeological toil, digging pebbles out day after day after day. And
I'm allergic to dust, so every year | need to go through a treatment to enable me to continue to
work. | cry, | cough, but | just can’t touch the archival material with gloves on. In the Polish
JNSTITUTE OF 2EMEMBRANCE THERE ARE TONS AND TONS OF ILES O
researchers work with masks and gloves on, but | just can’t do it, because then | can't feel the
MATERIAL ) BELIEVE THAT IF YOU WANT TO IND OUT THE TRUTH YC
a physical price, crying and coughing. Touching the truth wearing a pair of white gloves just
doesn't agree with my emotions. " (Drygas in Garrad 2012.)
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the unknown. Thus, images made to advertise the assembling line of a radio factory
[Fig. 3], the design of the socialist home, or the operational health system is reframed
through the soundtrack as uncanny and frail. Just as the church bells at the end of
THE ILM WHICH ARE SHOWN IN THE PROCESS OF BEING TUNE
= THE ILM MAKES THE SPECTATOR FEEL FOR THE IMAGES T
having lost their initial purpose and longing for new connections with the world.
"RINGING NEW IMAGES TO THE SURFACE THROUGH A HAPT
not necessarily lead to a materialist aesthetics, as there is a strong ambition to
EXPRESS NEW INDINGS WITHIN THE REALM OF THE VISIBL
cases, the process of archaeological exploration is often translated as a cinematic
guest in the optical image, and as a result, the image is released from the grasp of
an archive, from the material object it turns into a tool for making history visible.
The physical experience of watching and re-watching raw images for months,
and of locating the meaningful fossil exerts an impact on the cinematic reshaping
of the materials, for example on the length of the shots or on editing.
A4HERE IS A GREAT EXPECTATION TO DISCOVER THE mUX (
getting beyond what images represent and focusing on the ways they operate,
in a Harun Farockian manner. The reality of the image is both asserted and
REMECTED IN THIS ANALYTICALW&@E&nme erer ReValMidhLE I N
(ARUN &AROCKINn!INDREI 5JICL SHOTS TAKEN FROM N
are put together chronologically so as to render possible the reconstruction of
the Romanian events of December 1989, but this also draws attention to the
ways images were produced in the television before and after the revolution,
and to the perspective of video-amateurs. 4 Similarly, in the Autobiography of
.ICOLAE #EAUUWHSODBUOGRAIA LU#EACOESBDREI 5JICL
we can follow the life events of the former dictator, but also the ways in which
he produced his own image (hence autobiography °) detectable in reel ends,
registered by cameras before going into live transmission and while getting
prepared before the public speeches and performances. © The strong emphasis on

4HE ILMMAKERS COMPILED THEIR ILM FROM HOURS OF ARCHIVAL M/
sources (Ruchel-Stockmans 2015, 57).

5 The visual chronology of #EAUJESCAREER IS CONTEXTUALIZED AS HIS mOW OF
during the interrogation preceding his execution. Hence the word autobiography in the title. By
DEINING IT AS MEMORY A CERTAIN AUTONOMY IS GIVEN TO THE IMAG
being an objective record of the past.

6 2EEL ENDS ARE DEBRIS SPECIIC TO BARMNUNESCOE MHEHEIADNGBOR OF T
EVEN DECLARED THAT THE MOVIE WAS POSSIBLE BECAUSE EVERYTHIN
See:Masterclass with Dana Bunescu , HTTPS WWW YOUTUBE COM WATQHstY R8 ZPL4
accessed 25. 08. 2018.



144 Melinda Blos-Jani

sequentiality, on the consecutive ordering of disparate materials in ~ Videograms

of a Revolution IS ALSO MENTIONED IN AN INTERVIEW WITH I'N

at the basis of the project can be summarized in this way: in 1989, a hundred

cameras followed what was happening in Romania; history is no longer divided

into theatrical scenes, nor into literary chapters — it is perceived as a sequence;

AND THE SEQUENCE DEMANDS A ILMv 7HITE
Inthe lUTOBIOGRAPHY OF .ICOLAE HBMAVWMAIKBERS WENT EVEN

by giving a special role to the long sequence shot. Departing from the tiresome

process of viewing a total of 260 hours long pre-selected footage, they decided

TO SLOW DOWN THE RHYTHM OF THE ILM STARTING FR

S WHEN A PERIOD OF DEPRIVATION STARTED 4HUS 1

sustained with the intention of creating a sense of endless burden in the spectator

(Dana Bunescu in Filippi and Rus 2011). The seemingly un-edited parts, like the

SEQUENCE ABOUT #EAUJESCU S VISITS TO THE SHOPS HA
Perhaps the most prevalent effect of an extensive analogue research and of

digital post-production is a preference for seriality. As the editing emphasizes

repetitions, the spectator gets a sense of quantity of the materials, or recognizes

the database aesthetics of a digital storage system. The Autobiography of Nicolae

#E AU JEIS € great example of cumulative editing: most memorable are the

images of the heavily choreographed mass spectacles, or the series of images

PRESENTING THE BIRTHDAY mOWERS RECEIVED BY THE D
Marta Popidova’s Yugoslavia: How Ideology Moved Our Collective

Body (Jugoslavija, kako je ideologija pokretala naSe kolektivho telo , 2013) is

A REAL FEAST IN TERMS OF CUMULATIVE EDITING 4HE

covering mass gatherings in the Yugoslavian public space beginning from 1945

until 2000, from the installation of communism, through the creation of the youth

movement's spectacular mass ornament-style stadium shows during the 1980s, up

to Tito’s funeral procession and the disintegration of the country. Yugoslavia, just

as Videograms or the Autobiography became possible because of an “excessive

representability of history” (Leslie 2004), 8 BUT OOPIDOVA S ILM CREATE

B3EE .AGIB S ANALYSIS OF THE TheAAct &fXiNi® T(20K& bEildidyhn Bazin's
notion of realism.

8 4HE MULTITUDE OF THE IMAGES THAT ALLOW THIS KIND OF ARCHAE
images in the course of history is mentioned in the voiceover of  Videograms and also in an
interview with Andrei Ujic L hSINCE ITS INVENTION ILM HAS SEEMED DESTI
visible. It has been able to portray the past and to stage the present. We have seen Napoleon
on horseback and Lenin on the train. Film was possible because there was history. Almost
IMPERCEPTIBLY LIKE MOVING FORWARD ON A -UBIUS STRIP THE S
HAVE TO THINK IF ILM IS POSSIBLE THEN HISTORY TOO IS POSSIBLE
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stronger bond between the multitude of images, the ideologies of collectivity,

and the psychology of the masses. Departing from Kracauer’s notion of the mass

ornament, Popidova mobilizes a mass of images to uncover the moment when a

sense of collectivity was exchanged for the sake of individualism that eventually

LED INTO CHAOS AND DESTRUCTION 4HROUGH A SCRUTIN®

voiceover, the spectator is made to discover the moment of social change in

the coordinated movement of the masses of dancers that shifts into the unruly

movements of a dancing woman, who paradoxically, becomes the protagonist

of the mass ornament show. [Figs. 5-8.] And this makes it probably the most

ENTHUSIASTIC %ASTERN %UROPEAN FOUND FOOTAGE ILM A
4HE MANUFACTURAL RESEARCH BASED ILMMAKING SHAP

ILMS LEAVING ITS MARK ON THE IGURATIVE DIMENSION B

THE ILM 4HE MATERIALIST ASPECTS OF ILMMAKING ARE E

and rhythm (and not necessarily touch).

b) Digging up the “radioactive fossil”

A4HERE ARE IMAGES TESTIFYING TO THE SHORTCOMINGS O
These images embody traces of events without being able to represent it, but as

“radioactive fossils” (Deleuze quoted by Marks 2000, 51) they can activate the

process of memory. Such a fragment of only seven seconds constitutes the core

OF $SRYGAS SH&SMy CyM5S‘YSZCIE M x J9KR &hidk deals with

Ryszard Siwiec’s self-immolation as a protest on September 8, 1968 during a

televised harvest festival at Warsaw Stadium. The story was very well hidden by

OFICIALS AND ERASED FROM THE ARCHIVES ALTHOUGH TH
a highly mediatized event. In spite of all, a small fragment of the TV recording

SURVIVED AND THE ILMMAKER FOUND IT IN THE OOLISH IRC
IN THE OFICIAL CATALOGUE 4HE ILM MAKES DRAMATURGI
FOOTAGE AS IT WITHHOLDS IT UNTIL THE INAL PART OF T
narrative presentation of the main character and the act of immolation, through a

series of talking head-style interviews made with family members and witnesses,

AND ALSO WITHIN THE STORY OF THE ILMMAKER S QUEST
Creating a certain kind of suspense, Drygas introduces the footage gradually, as

short inserts that break the series of the interviews. Through ingenious reframing

9 This attitude towards visibility is manifested also through a written insert presenting a quote
from Siegfried Kracauer: “spatial images [Raumbilder] are the dreams of society. Wherever the
HIEROGLYPHICS OF THESE IMAGES CAN BE DECIPHERED ONE INDS THE
LOCATION OF THE QUOTE IS NOT SPECIIED IN THE ILM
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and slow motion, the emphasis shifts from the gestures of the dancers and the
AUDIENCE REACTING TO THE HUMAN BODY IN mAMES THE
gets to be centrally framed and enlarged four times until there remains a freezed
CLOSE UP OF A SHOUTING MAN IN mAMES ;&IGS n =
Prepared by the narrative context, and manipulated through medial
interventions the seven seconds long fragment becomes a historical document,
whose cultural, political and also material heritage is unearthed in this process.
Firstly, through the recourse to repetition, delay and slowness the viewers
are given a new chance to grasp the view and to get into a state of extended
contemplation. As Laura Mulvey suggests, “extracting the image from a narrative
surrounding gives the spectator the illusion of possession” (2006, 151). As
$RYGAS ILM ARTIICIALLY CREATES THE SENSE OF PROXI
burning, protesting man himself, the self-immolation becomes an image event
and the spectator becomes another kind of participant. We do not get immersed
in the event of the harvest festival, but we get to face a still image of a human
SELF SACRIICE n THE ILMIC IMAGE DEVOID OF MOVEMENT
also intensify the encounter with the index for “the fetishistic spectator, driven
by the desire to stop, to hold and to repeat images [...]. The time of the camera, its
embalmed time, comes to surface, shifting from the narrative now to the ‘then.’
Reality takes over the scene” (Mulvey 2006, 155).
The dissection of the footage into freeze frames continues with their enlargement
until a grainy, highly textured, abstract image remains. While the director makes
archaeological explorations in the depths of the image, sharpness and visibility
disappears, and the physical holder of the image, as a haptic, almost tangible object
appears, as if shielding it from further explorations. The indexical image presents a
HUMAN BODY THAT IS NO LONGER IDENTIIABLE AS IF TRAF
the image. The archival properties of the image are reduced to a stain. No wonder, the
fragment about the burning man has been compared to Malcolm Browne’s shocking
1963 photograph about the self-immolating Saigon monk (Pfeifer 2018), and its
inclusion in Ingmar Bergman’s  Persona (Coates 2015), as being an exploration about
the limits of representation. Yet, regarding the sensing of history it is important to
PINPOINT THE AFINITIES OF THE TITLE AND THBEcEsML IMA
(1893) by Edward Munch. As the distorted landscape of the painting is connected
TO THE SOUND WAVES EMITTED BY THE SCREAMING IGURE
THE BURNING MAN ALSO PENETRATE THE IMAGE OF THE IL
Ryszard Siwiec's face, the visual blur distorts the image as a visual equivalent of the
unarticulated cry of a man protesting at the border of life and death.
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#UMULATIVE EDITING AND MAGNIICATION OF THE FOSSIL
same coin: they are processes dedicated to rendering history visible either by
mobilizing an army of images, or by enlarging the smallest fragments, even at the
cost of exposing their material as being fragile and limited.

6EILING THE )MAGE WITH -EDIUM 3PECIIC

This strategy usually means a simultaneous reliance on the image and its medium:
it is important to create a domain of interest within the visible, but the affective
power of amedium’s materiality is also exploited. Veilingtheimage  '°with analogue
grain or electronic interferences in this case is not used as a materialist critique of
the totalizing quest in the visible, or as a liberating counter-aesthetics with “poor
images” (in the sense Hito Steyerl uses the term, 2009). In the following examples,
MEDIUM SPECIIC NOISE BECOMES PRIMARILY A MEANS TO A
rather than an intervention to reduce or restrain its visibility.

6LADIMIR 46@IMdIEutopa (2015) makes the most expansive use of this
STRATEGY WHEN REUSING FOOTAGE ORIGINALLY RECORDE
follows the fate of a refugee community who escaped from the horrors of the
9UGOSLAVIAN WAR AND FOUND TEMPORARY SHELTER FOR
in the harbours of Copenhagen. The story of the community is narrated by the
voiceover of the director and it is visualized through digitized VHS-tapes made
on the board of the so-called Flotel. Beside narrative cohesion, the voiceover
impregnates the story with the idiosyncratically naive and playful point of view
of a 12-year-old boy, who at the boundary of childhood and puberty does not
have real concerns related to social history or nationhood. The footage was
not edited in order to support the narrative in itself, nor to become an exact
illustration of the voiceover, ! rather it becomes similar to a subjective memory
mOW "Y EMPHASIZING THE mOWS OF THE ELECTRONIC VID
CHANCE TO CONNECT EMPHATICALLY TO 6LADIMIR 40MID S
were these moments where you sense that someone is struggling to get the tape
TO WORK OR A MOMENT LATER IN THE ILM WHEN A PERS
rewinds the tape. That was so much more useful than the material that was

10 The metaphors of veiling and rupture (see next chapter) are related here to the relationship
between the image and its medial body, to a cinema of sensations, thus are not used in the sense
'EORGE $IDI (UBERMAN DEINES THEM Iinkiged irBSSte df IAN A(ROEBOVEIK
image and tear-image are analogous with Lacan’s imaginary and the real (2008, 51-88).
11 4HE DIRECTOR HIMSELF DECLARED THIS DURING A TALK GIVEN AFTEI
Budapest, at Screened Memories Summer University in 2016.
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CLEANLY DIGITISED SINCE IT CREATED YET MORE DEPTH
THE ILM HAS DECLARED #OHN

The unfolding of the past as a subjective memory through VHS images is
PREPARED CAREFULLY IN THE IRST SEQUENCE OF THE
MEDIUM SPECIIC NOISES ;&IGS n = %RRORS LIKE DI
interruptions characteristic to a demagnetizing VHS tape persists stubbornly
during the segment of the video letter that the boy/director is producing together
with his mother and older brother in front of the Flotel as a message to the father
and other relatives who had chosen not to leave their home country. The video
LETTER HAS A CRUCIAL ROLE SINCE INDING IT INSPIRED
and it also functions as an establishing shot presenting the location and the main
characters of the narrative. It is also important because it introduces the concept
of the video as a veil that wraps the images with all the affective meaning that
is attached to the medium of analogue home video as a dispositif, plus all the
political and cultural implications that this technology — coming from the West —
could have in the socialist Eastern Europe.

The 1980s was the decade when video market expanded and even managed
to gain access to the socialist everyday life, in spite of the state control over
representational technologies. VHS tapes, video cameras and video players were
a commodity desired by many and acquired by a few via smugglers, just as the
STORYLINE OF THE 2x0dbarts|Briam L(Misul lui Adalbert , Gabriel
Achim, 2012) demonstrates. ** Video had become not so much a narcissistic
(see Krauss 1976), but rather a democratic medium in the Eastern Europe of the
1980s.* )N FOR THE "OSNIAN FAMILY OF 6LADIMIR 40N
communication with their home, in a period of unstable telephonic connections
with Yugoslavia. Video can be seen as a medium enfolding the complex reality of
THE REFUGEES FROM THE &LOTEL 4ELEVISION ALSO APPE
used to receive news from home, to unfold the world that they left behind. Images

12 'FTER INDING HIS OWN VIDEO LETTER HE COLLECTED VIDEO MATEI
AND EVEN MANAGED TO LOCATE THE PRODUCER OF THE 6(3 TAPES
20-hour-long video footage (Cohn 2015).

13 4HE ILM PRESENTS THE STORY OF !DALBERT AN AMATEUR ILMMAKI|
era, who while preparing a screening in his factory discovers, in an ironic way, how much
REALITY DIFFERS FROM ITS ILMIC REPRESENTATION .EVERTHELESS
recorder by taping football games.

14 3EE FOR EXAMPLE THE SCHOLARLY APPROACH TO THE OOLISH PHE
Orzeszyna in his talk entitled Video Connectors: Smuggling Westernity in Communist Poland
(NECS Berlin, 2016). Based on recent in-depth research on VHS and video culture in Poland, he
argues that the individualism embedded in the democratic media use has actually prepared the
fall of communism.
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of refugees watching the news programme in the TV-room of the Flotel recur in
THE ILM AND SUPPORTED BY THE VOICEOVER THESE EMAN.
home. Thus, television becomes an almost melodramatic medium.

After the introductory sequence of the noisy video letter, the veiling of the
images continues through the occasional appearance of timestamps burnt on the
image, and by the means of an electronic interference that lingers at the bottom of
almost every image. The domain of the visible is constantly wrapped in medium-
SPECIIC NOISES ENVELOPING THE LIFE EVENTS OF THE IN
and ideologically textured fabric of the video image.

-EDIUM SPECIIC NOISES ARE USED TO SIGNAL THE PRESI
another (Fetveit 2013, 204) (as a kind of veiling) in many of the fore-mentioned
ILMS TEXTURES TIMESTAMPS AND VIDEO SPECIIC LOW RE
Videograms of a Revolution andin Yugoslavia: How Ideology Moved Our Collective
Body ,OW RESOLUTION AND 6(3 SPECIIC ERRORS IN BOTH EX
the presence of a camera, moreover the corporeality of the images is a means to
CONFER PRESENCE TO THE SUBJECTIVITY OF THE OTHERW
the gesture of veiling seems to be attached to a form of expressing subjectivity,
just as we have seen it in Flotel Europa . The veil equals here with a restriction of
point of view, indicating that what we see is merely a fragment of a whole.

4HERE ARE EXAMPLES OF REMEDIATION THROUGH MEDI
the emotional wrap added to the image is nostalgia, indicated also by the term
technostalgia (see van der Heijden 2015). This is the case of Gabor Zsigmond Papp’s
documentary series containing such titles as Budapest Retro 1-2 (2002, 2003),
Balaton Retro (2007), Hungarian Retro 1-2 (2010, 2014). These documentaries
are based on 16 mm celluloid-based newsreels that were usually projected in
(UNGARIAN CINEMAS BEFORE FEATURE ILMS 4HE VEILING TI
can be seen as a way of distancing, as an ironic treatment of the often naive scenes
in order to reveal their absurdity, but in the meantime it also induces a feeling of
nostalgia through empathy towards the once palpable celluloid material.  *°

Ruptures and Fissures on the Skin of the Past

While the examples belonging to the veiling strategy demonstrated how noisy
matter is used to wrap the visible and to generate emotional engagement,
SOMETIMES ERRORS ARE USED AS RUPTURES DISSECTIO!

15 Arild Fetveit argues that nostalgia articulated through noises “does not return us to a longed-for
past, but sets up a relation to the past” (2013, 208).
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MEANT TO GENERATE EMBODIED EXPERIENCES RELATED
Within this strategy, various errors suddenly break the opacity of the medium
(and all its cultural, political and aesthetic implications) in order to question the
images’ relationship to the real.
Videograms of a Revolution incited much theoretical interest for uncovering the
ways images operate and for testing the Flusserian hypothesis on the role images
play in historical events. ¢ Images, instead of representing the event with all its
complexities, become the site of the event, or at least an “essential ingredient” in
them (Ruchel-Stockmans 2015, 62). In Videograms there are at least two gestures
in which medium plays a crucial role among the attempts “to create a space for
critique from within the images” (Ruchel-Stockmans 2015, 62). First of all, a sense
of rupture and discontinuity is caused by the juxtaposition of multiple types
OF IMAGES AS A CONTINUOUS TIME mOW THE ILM STRU(
Romanian revolution as a colossal 3D puzzle, as it combines different viewpoints
OF THE SAME EVENT 4HERE IS A MULTIPLICATION OF IELC
mediatic veils, like those of the live TV broadcasts and amateur video. Through
editing they become oppositional: TV as the medium and the institution of the
control society and amateur video as the inarticulate, a medium of the private
sphere. By juxtaposing them, their discrepancies come to the fore, and — as video
renders visible what TV images conceal — they become ideal to supplement each
other during the expansive investigation of the event (Ruchel-Stockmans 2015, 72).
(OWEVER THE MOST SIGNIICANT VISUAL ERROR EMBEDTL
DISTURBANCE THAT INTERRUPTS THE LIVE BROADCAST O
speech. [Figs. 13-14.] The dictator's carefully planned speech and his attempt
TO REAFIRM HIS POSITION OF POWER FAILS WHEN THE WM
a fervent protest. TV images try to conceal the disobedient crowd by turning the
camera away from the turmoil, yet a sudden interference in the signal renders the
image unstable and eventually interrupts the live broadcast. Thus precariousness
and error tears the pre-fabricated aesthetics of the control society, moreover image
disturbance becomes the event of the revolution, the very moment of the falling
apart of a totalizing system. [Figs. 15-16.] The moment of rupture is enhanced
with the subtitling of the broadcasting team'’s barely audible discussion trying to
explain the error, one of them even utters: “earthquake.”
Theorists of the 1990s conceptualized the televised revolution in Romania as
the “end of history,” as being I'art pour I'art (Flusser 1990), a reality of the image

16 &OR A DETAILED OVERVIEW OF THE ILMMAKING PROCESS AND AN |
Ruchel-Stockmans 2015, 55-97.
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or an example of simulacra and dissolution of history (Baudrillard 1994, 54).
But recently emerged concepts, such as non-cinema ( Nagib 2016; Brown 2016 ),
allow it to understand these ruptures as “going underneath the surface,” as part
of a counter-aesthetics based on errors precisely to occupy an oppositional stance
towards an established image regime (itself derived from a real social regime) and
to reconnect the precarious images with a reality in transition. The aesthetics
OF NON CINEMA IN A POST INDEXICAL MANNER CONSIDER
passage to the material reality via medial transmissions and variations (see the
interview with Lucia Nagib in the present issue of the journal).

INDREI 5JICL AS THE4BERECITTMER OWGRAPHY OF .ICOLAE #
(the follow up of Videograms) has declared: “if you are attentive and look hard
ENOUGH n AND THIS IS WHY THE ILM MUST BE THIS LONC
propaganda in the world can manage to make a complete mise en scéne out of
reality. Behind or on the sides of the images you discover fragments of true life”
(Peranson 2010, 67). He calls it infra-level (as opposed to meta-level) realism to
USE NONICTIONAL RAW MATERIAL AS ONE OF HIS MAIN PR
DISCOURSE OF AILM INSTEAD OF A SECONDARY DISCOURSH
INDREI 5JICL CAPITALIZES ON THE EXCESSES AND MARGIN
images speak for themselves” in 4HE !'UTOBIOGRAPHY OF .ICOLAE #
and his commentary upon the images is expressed mostly through an intricate
combination of naturalistic and abstract sounds.

Looking behind images, peeping through the tectonic lines becomes important
WITHIN THIS INFRA VISION AT A KEY POINT OF THE ILM IT
HOUR OF THE ILM THERE IS A CUT TO A BLACK SCREEN
commotion can be heard. This sound fragment is a historical document, as the
director explains: “on the evening of March 4, 1977, at 9.22 p.m., a 7.3-magnitude
earthquake hit Romania, destroying a vast part of Bucharest and having an impact
on the entire southern area of the country. At that very time, the Radio Hall was
hosting a symphonic concert. The earthquake took place during the break, but a
magnetophone was on in the recording cabin, to ‘catch the background,’ as they
say. It recorded a little over twenty seconds of earthquake noise, half of the total
DURATION 7E WANTED TO GIVE THIS ACOUSTIC DOCUMENT
that's why we put it on black” (White 2011).

Thus, real noises become like a black screen that ruptures the fabric of The
IJUTOBIOGRAPHY OF .IC QforraEew BaénedtE Sh@ily sounds suggest

17 (ARUN &AROCKI HAD A SIMILAR DEINITION OF HIS WORK WITH IMAGES +
meaning, clearing away the detritus on the images” (Foster 2004, 158).
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A WORLD MISSING FROM THE OFICIAL PANTOMIME 3OUND
THE REVOLUTION AS DISTURBANCE HAD DONE IT IN THE |
metaphor of earthquake from Videograms, a rupture of the image is produced
to designate a real earthquake. Reaching the infra-level means getting under the
SKIN OF THE ILM WHICH COMBINED WITH THE ARCHAEO
(the search for meaningful micro-moments) constitutes strategies to re-assert the
historical truth.

Marta Popidova in Y ugoslavia also uses the electronic disturbances of the
videos made during the events marking the disintegration of the confederation.
JN HER ILM ERRORS OF THE IMAGE SIGNAL THE TRANSFO
into a gang that does not restrain itself from pointless vandalism. Just as an
individualist crowd emerges, and people enthusiastically engage themselves in
the destruction of the remnants of the former Yugoslavia, the image becomes
MORE IMPERFECT 6ISIBILITY IS REDUCED BY PROILMIC
of smoke on the streets, but also by the grainy texture and the hesitant use of
the medium of video. [Figs. 17-18.] Thus, just as we have seenitin Videograms
and in The Autobiography , MEDIUM SPECIIC NOISES CAN BREAK T
(visual) regime in order to indicate the beginning of a state of transition. The
technical disturbance in Videograms, just like a Barthesian punctum , signals the
beginning of an intermediary state of an unruly image operation that will last
until the establishment of a new televisual image regime. In  The Autobiography
the earthquake of the image also signals the start of a harsher period in the life of
the dictator and of the country that eventually led to the much darker period of
the 1980s’ Romanian communism.

The Iconoclasm of the Interval

JN THE ILMS THAT CREATE A SENSE OF RUPTURE VIA TA(
not mean an effacing of the visible, much rather they indicate the moment when
a change occurs within the regimes of the visible. On the other hand, the strategy
of iconoclasm is about letting astray all the indexical expectations from images’
visibility and releasing the image as pure sensation. It is like moving within the
gap between the image and its medium in order mobilize the viewer into an
ACTIVE PARTICIPANT IN INDING MEANING
The key example of this strategy is The Second Game (Al doilea joc , 2014),
directed by Corneliu Porumboiu, a Romanian New Wave director known for
his variations on conceptual realism (State 2015). His move into experimental
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NONICTION DESIGNATES IN FACT A ICTION ILMMAKER S QU
non-cinematic, or on the “margins of cinema,” as one of his critics disapprovingly

remarked (State 2015, 87). Porumboiu declared that he had chosen to recycle this

SPECIIC FOOTBALL GAME BECAUSE HE REMEMBERED IT AS
seen on television.®®* 4HE ILM CONSISTS IN THE REMEDIATION OF A
a football game’s live broadcast from December 3, 1988, played by the two main

Romanian teams, Steaua and Dinamo. The football event has an autobiographical

character as well, as the director remembers watching it live on television, and

furthermore, his father, Adrian Porumboiu was the referee of the game. Shortly

AFTER THE GAME STARTED A HEAVY SNOWFALL BEGAN T&H
barely discernible. The blurriness caused by the snow is doubled by the medial

noises of the televisual broadcast and the grainy texture of the VHS recording.

IN THE SOUNDTRACK WE CAN HEAR THE DISCUSSION OF T&F
as they rewatch the game, just like a home video, 25 years later. Their discussion

tackles questions of ethics and aesthetics, such as the rules of the game, sport

etiquette during socialism, or the visual style of the live broadcast, in which the

director even recognizes a similarity with his own preference for long sequences.

The voiceover commentary introduces questions related to memory, inheritance

and the representation of history to the issues of intermediality and visibility

implied by the images. It is precisely due to these questions that Patricia Pfeifer

HAS CHOSEN THE TERM INTERVAL TO DESCRIBE THE ILM Wt
based interstice and as an aesthetic-epistemological approach to a retrospective
understanding of history” (2017, 238). The term is borrowed from the title of an

exhibition, The Seductiveness of the Interval , opened at the Romanian pavilion

AT THE 6ENICE "IENNALE IN WHERE OORUMBOIU S ILM
BE PART OF AN ARCHITECTURAL SITE SPECIIC INSTALLAT
7ITHIN THE RICH DISCUSSION ABOUT THE USES OF THE IN E
the author uses the words break and interruption as synonyms of the interval

(Pfeifer 2017, 235), moreover she compares it with the technical interference that
OCCURRED DURING #EAUJESCU S LAST SPEECH OFEIFER
important to stress the differences between interval and interruption. While the

strategy of rupture is actually a dramaturgic one, disturbance marks the moment of

transformation visually (and in the case of Videograms we also see what precedes

it, and its outcome too); in The Second Game the interval could be perceived

as an opening, or as a temporal frame, yet unshaped and uncanny, longing for

the spectators’ willingness to unfold it and connect to it by activating their own

18 1 ! SESSION AFTER THE SCREENING OF THE ILM AT 4RANSYLVANIA &ILN
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historical consciousness. Instead of emphasizing the break, | propose to think of

IT AS mOW WHERE THE PHENOMENOLOGY OF THE PASSA
state of before and after. The Second Game is about this intermediary state of

transition, the in-between of television, VHS and the cinematic screen, but also

about the in-between of a socialist past and the present. In order to sustain and to

expand the interval, the director restrains himself from editing and embraces the

unruly, noisy in the image as a kind of iconoclasm. *° The game is scarcely visible,
THERE ARE DIFICULTIES IN LOCATING THE BALL IN THE
effaced. [Figs. 19-20.] In terms of media aesthetics, The Second Game renders its

own corporeality visible on the detriment of images of corporeality. By showing

THE TEXTURES AND INCONGRUITIES OF THE SKIN OF THE
haptic vision, on pure sensation that according to Laszl6 Tarnay can relate us

to our mental images, to the non-thinkable (2017, 24). Thus, the iconoclasm of

the interval is meant to set our consciousness free from any kind of images that

shaped our imagination in the past, or in the present. The reliance on the sensible
MATERIALITY AND ON INDEINITE VISION PROVOKES DESI!
unmediated, “the object perceptively ‘lacking’ in the image” (Tarnay 2017, 26).

&ETVEIT ALSO UNDERSTANDS THE UBIQUITOUS USES O
FORM OF ICONOCLASM THAT ACCORDING TO '"ROYS CAN
media, “as a sign of progress, where it appears to clear our path of all that has
become redundant, powerless and void of inner meaning” (Groys quoted by
Fetveit 2013, 205). From this perspective, the iconoclasm of the interval in The
Second Game can be seen as a retooling of what was formerly unwanted noise
(at least this is how Porumboiu’s father sees the images) into an artistic device
that allows “to approach that which cannot be integrated into the narrative of
historical continuity” (Pfeifer 2017, 248).

Conclusion

4HESE FOUND FOOTAGE ILMS SHOW US IMAGES THAT D
rather trigger our imaginary. They seem to challenge the concept of the frame
as a container of images, or the frame as the boundary of a meaningful whole,
instead they feature the image as a surface, or in Laura Marks's terms, a haptic
VISUALITY hIT IS MOST VALUABLE TO THINK OF THE SK

19 "LACK FRAMES IN BETWEEN THE mOW OF |MAREAtcD@EphG IO NALLY |
.ICOLAE #EAéabNMeh ®ul they are intended as a respite between main chapters, rather
than iconoclastic. (See the interview with Bunescu, Filippi and Rus 2011.)
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but as a membrane that brings its audience into contact with material form of
MEMORYv -ARKS JN THESE ILMS THE AESTHETIC:
NOISES AFFORD SENSABLE VERSIONS OF HISTORY $OING H
means being open to reverberate with new sensations and to rework our own
memories. Communicative memory, as a type of historical consciousness that
IS NOT YET SOLIDIIED SEEMS TO GO HAND IN HAND WITH
%ASTERN %UROPEAN ILMS

Sensual archaeology, veiling, rupture and iconoclasm are strategies that resort
to errors, repetition and excess, and to different degrees reject the pre-constitution
of meanings, the comforts of visibility in order to lure the viewers into their own
guest for hidden meanings and memories. These strategies afford the viewer their
OWN hNOISY BRUSH WITH THE ININITEv -ARKS 6ISUA
ACHIEVE THE EFFECT OF IMMEDIACY THEY DO NOT IGURATE
HYPERMEDIATED AS CONSTRAINTS OF THE REAL OR EVEN O]
us back to the litter (Assmann 1996) or to the stain, the sheer marker of existence
(Doane 2007). Images become noise, rhythm and music. They are sounding history

JUST AS TAPPING ON THE MEMBRANE OF A DRUM THROUGH
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List of Figures

Figures 1-2. In Maciej Drygas’s Hear My Cry a long sequence shows an archivist
opening door after door, unlocking the depths of the archive that demands to
be searched through with someone’s hands. The image of a medical archive in
$EIMANTAS . AR KiEdth@unikivs .

Figures 3—4. Two scenes, one about the radio-production line and the other about
the tuning of the bells, put emphasis on a world of sounds.

NONR
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Figures 5-8. Scrutinizing the image of the crowd from the 1940’s onward, until

THE STADIUM SHOWS AND COLOURFUL MASS SPECTACLE
raising individualism (the body of a lone dancer standing out from the crowd) in

Popidova’s Yugoslavia .

Figures 9-10. Enlargement no. 2 and 4 at the end of Hear my Cry, where the
director blows up and freezes the 7 seconds long image four times.
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Figures 11-12. Electronic disturbances veiling the images in the digitized version
of the VHS tapes in Flotel Europa . .

Figures 13—-14. The revolution as a disturbance in the live television broadcast in
Videograms.

Figures15-16. 4HE IRST hFREEvV 46 BROADCAST IS BEING RECORI
OF THE LAST IMAGES OF %LENA AND .ICOLAE #EAUJESCU S
also contains visual imperfection signalling rupture.
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Figures 17-18. In Yugoslavia, the revolts of the 1990s leading to the falling apart

of the confederation is interpreted through VHS images of street events, where
PROILMIC SMOKE ALSO REDUCES VISIBILITY BESIDES V
disturbances.

Figures 19-20. The reduction of visibility in ~ The Second Game sometimes results

in poetic images reminiscent of the soft focus pictorialist aesthetics. The few

CLOSE UPS AND MEDIUM SHOTS OF THE ILM ARE ACTUA
rendering them uncanny.
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Abstract . The article attempts a brief overview and evaluation of the
main theoretical approaches that have emerged in the study of cinematic
intermediality in the last decades since intermediality has become an
established research term in media studies. It distinguishes three major
paradigms in theorizing intermedia phenomena and outlines some of the
DIRECTIONS OF CHANGE IN THE INTERMEDIAL STRATEGIES OF
in contemporary cinema a tendency to add new dimensions to the relations
of in-betweenness regarding both the connection of cinema to reality and
its inter-art entanglements. Finally, the article describes a new type of
intermediality, which integrates elements of trans-textuality, creating a
format of expanded cinema within cinema. This strategy is presented in
the context of Eastern European cinema through a short case study of Cristi
OUIU S [Sigvanevada (2016).

Keywords : theory of intermediality, in-betweenness, Raymond Bellour’'s
double helix, Cristi Puiu, Sieranevada.

Paths in the Theoretical Jungle

Several decades after the idea of intermediality came into the spotlight within

communication and media studies, and at a time when studies of cinematic

intermediality have gained new momentum through the vigorous research

activity within several academic projects at universities around the world, the

variety in approaches and a burgeoning scholarly literature interwoven with

far too many metaphors may still puzzle anyone trying to get acquainted with

THE IELD ) WOULD LIKE TO ADDRESS THEREFORE HEADL
DISCOURSE ON INTERMEDIALITY AND REVIEW ITS MAJOR D

1 This work was supported by a grant of the Romanian Ministry of National Education, CNCS —
UEFISCDI, project number PN-11I-P4-ID-PCE-2016-0418.
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assessing their implications and productivity. In the process of mapping the
THEORETICAL IELD ) HAVE TENTATIVELY IDENTIIED THRE
around the ideas of: a) media borders, b) in-betweenness, c) connecting the real

and the intermedial), which | will summarize below. These paradigms may be

seen as partially overlapping, nevertheless, they all have their divergent vantage

points in perception and methodology.

a) Blurring the Borders

The “crossing of media borders” is one of the most persistent metaphors in the
study of intermediality, one that is at the centre of perhaps the most clearly
IDENTIIABLE PARADIGMS IN THE STUDY OF INTERMEDIALI
as “a founding category” (2010, 52, cf. also 2002, 11-15). In the same vein, Lars
%LLESTRUM DEINES INTERMEDIALITY AS hA RESULT OF C
trespassed,” and postulates that even though “there are no media borders given
by nature [...] we need borders to talk about intermediality” (2010, 27). By now,
talking of “blurred borders” and “media trespasses” have not only entered the
vocabulary of intermedial analyses but they have also become somewhat blurry
IGURES OF SPEECH THEMSELVES FREQUENTLY DIVORC
background. Nevertheless, we should keep in mind that the rhetoric based on the
METAPHOR OF MEDIA BORDERS ORIGINATES IN A PARTIC
very important and broad avenue in intermediality studies.

The borders in question are admittedly constructed (historically, cognitively
and conventionally) and perceivable on different levels as differences that frame
each medium coming into contact with another. Theoretical writings based on
such “border-talks” conceive intermediality as a relationship between media
and are concerned with typologies of modalities and operations that can identify
what happens to media (more precisely, to media forms or media characteristics)
in an inter-media relationship. Media differences constitutive of their “borders”
as well as similarities which enable their interpenetration are equally important.
Broadly speaking, and disregarding the terminological debates, according to such
typologies, in an intermedial border crossing: a) media are fused, combined,
integrated to form a complex multimedia or hybrid entity, 2 b) media (forms,
characteristics, products) are represented, referenced by other media, or c)

2 This is the case of the so-called synthetic intermediality in Jens Schroter’s view (cf. 2011, 2012).
It is also one of Ellestrém’s main categories for intermedial relations (2010).
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CHARACTERISTICS WHICH ARE EITHER S)RE@&ah§posed, ONE ME
trans-mediated, 4 trans-semioticised (Gaudreault and Marion 2004), transformed

OR RE MEDIATED 4HE PURSUIT OF REINING SUCH TYPOLC
theories of communication but it is ultimately rooted in semiotics and aspires

TO PRODUCE DEINITIONS OF CATEGORIES THAT CAN FUNCT
for identifying intermedial relations across different media. Much of this type of
SCHOLARSHIP DELIBERATELY AIMS TO DEVELOP A META T&h
of what intermediality is and elaborating a universal grammar of intermediality

of sorts applicable to the analysis of a variety of media phenomena. As such, it

IS CONCEIVED PRIMARILY AS A BRANCH OF MEDIA STUDIE!
tune” and amend. ® On the one hand, looking further back for connections, we

MAY SEE A GREAT AFINITY WITH THE TRADITION OF AESTH
THE hSISTER ARTS v THE RIVALRY AND LIMITtAETdt®eNS OF SF
hand, this avenue connects surprisingly easily to the relatively newer area of

transmedia, cross-media or media convergence studies of the digital age, despite

their completely opposite premise (i.e. instead of the emphasis on borders that

separate and distinguish individual media, and across which “trespasses” are

made, these studies presuppose that such borders have already collapsed in a

so called post-media age). Although they deal with practices making use of the

merging and interconnectedness of formerly distinct media technologies and

media forms within a digital environment, and a “convergence culture” where

OLD AND NEW MEDIA MEET IN A hmOW OF CONTENT ACROS¢
(Jenkins 2006, 2), the focus is similarly on categories and operations in a
PERSPECTIVE THAT IS ESSENTIALLY THE mTRLXKI®PE OF INTE]

3 Schroter describes this latter instance as formal (or transmedial) intermediality, “a concept
BASED ON FORMAL STRUCTURES NOT @SPECIIC TO ONE MEDIUM BUT F
YN %LLESTRUM S DEINITION hTRANSMEDIATION IS REPEATED MEDIAT
EXEMPLIIED BY ADAPTATION v
5 See in this respect Ellestrom’s criticism of Jay David Bolter and Richard Grusin’s seminal
book, Remediation: Understanding New Media (1999), which, he writes: “is full of relevant
observations but severely lacks in-depth theoretical discussions on the nature and different
forms of ‘remediation.” The authors’ notions of media and remediation are acutely vague. In
A WAY MY OWN STUDY IS AN ATTEMPT TO DEVELOP MORE INELY TUN
embracing concept of remediation of Bolter and Grusin” (2014, 7-8).
6 I.e. as manifested in the Renaissance concept of paragone, in Gotthold Ephraim Lessing’s famous
Laocodn essay (1767), or the Wagnerian ideal of the Gesamtkunstwerk (1849).
7 Jean-Marc Larue’s short article (2014) also supports this idea of connecting these theories by
presenting remediation, hypermediation, media convergence, and transmediality as ideas that
emerged in logical succession.
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b) Being In-Between

The alternative tothe paradigm based onthe border metaphor (anditsresearch goals
OF IDENTIFYING A LIMITED SET OF WELL DEINED MEDIA C
describing their trespassing “movements” or mergers) can be seen in theoretical
pursuits that shift the emphasis towards the idea of some kind of in-betweenness.
'T IRST SIGHT THIS MIGHT SEEM RELATED TO THE FORME
BOUNDARIES AND INDEED THE CONCEPT DOES OCCUR IN
TYPE MENTIONED HERE AND WHICH BRIEmY ACKNOWLED
contact/border zones when discussing intermedial occurrences (e.g. Rajewsky
2010, 59). still, there is also a vast and far more heterogeneous area of a variety
of theoretical approaches which converge on the notion of in-betwenness based
on different philosophical perspectives and which have usually very little to do
with the semiotics-based scholarship of intermediality outlined before.

Bernd Herzogenrath observes, quoting the Fluxus artist Dick Higgins's words
who coined the term “intermedia” in 1966, that “intermedium” is not only the
“uncharted land that lies between” (2012, 2) inthe sense that it comprises “the links
(and cross-breeds) between various art forms” but also in the sense of connecting
“various disciplines with which we talk about these media. [...] Intermedia]lity]
thus can very literally be described as between the between” (2012, 2). While the
border metaphor prevails in the attempts to forge a solid theoretical framework
for a single discipline of intermedial studies dealing with all media forms, the
metaphor of in-betweenness not only suggests an impossibility of pinning down
the boundaries, a state of instability, of being in the “blur” (rather than the act of
blurring formerly distinct entities), but it is also a key notion which opens the
way to the absorption of different methodologies as well as a multiplication of
perspectives regarding the phenomena of intermediality.

In terms of theorizing, so far, the application of post-structuralist philosophies
has been the most productive in the exploration and “opening up” of the in-
BETWEEN /NE COULD NOT EVEN ATTEMPT A COMPREHE!
to say that thoughts of Gilles Deleuze, Michel Foucault, Jean-Francois Lyotard
HAVE INMUENCED IMPORTANT RESEARCHES INTO INTERM
"ASED ON $ELEUZE FOR EXAMPLE (ERZOGENRATH REDE
way: “rhizomatic interconnections among the various media are what constitute
THE IELD OF INTERMEDIA;LITY= )NTERMEDIA;LITY= IS
THE PLANE OF IMMANENCE OF THAT FRACTAL SURFACE
there are different media, and then there is intermedia[lity]: this rhizomatic
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intermedia][lity] is the quasi-ontological plane underlying all media, out of which
THE SPECIIC MEDIA THAT WE KNOW PERCOLATE SO TO SPE
has often been articulated through Foucault's notion of  heterotopia (e.g. in Borer,
Schellow, Schimmel, Wodianka, eds. 2013) as an in-betweenness of space, time
and media forms. 8@ Then again, in-betweenness has also been theorized not as a
METAPHORICAL OR UNIDENTIIABLE PLACE A STATE BUT IN
THE |G WRhAstrong links to phenomenology and psychoanalysis). To quote

, YOTARD HIMSELF THE IGURAL ARISES AS AN hINTERWORI
linguistic space cannot incorporate without being shaken, an exteriority it cannot
INTERIORIZE AS SIGNIICATIONV BUT REMAINS hSTEADFAS™
“every form of discourse exhausts itself before exhausting it” (2011, 7). In the
book Reading the Figural $AVID 20DOWICK ARGUES THAT THE
seen “as a transversal concept” (2001, 32) that can demolish the illusory divide
of the textual versus visual from both sides, and reverses Lyotard’s perspective

WHO STARTS FROM OBSERVING THE TEXT BY IDENTIFYING
the media hybridity of cinema, where its effect is to challenge “the self-coherence
of the visual” (2001, 33). It is Joachim Paech who explicitly applies the notion to
CINEMATIC INTERMEDIALITY DEINING IT hAS A PERCEIVABL
which disturbs the order of the discourse” (2011, 73) as a radical heterogeneity.

6IEWING INTERMEDIALITY IN TERMS OF THE IGURAL IS TI

of in-betweenness, for instead of delimiting media boundaries, it reveals their
deep imbrication, it connects the discursive with the non-discursive, universally
RECOGNIZABLE STRUCTURES WITH WHATEVER CANNOT BE |
IF WE REMEMBER ,YOTARD S POETIC DESCRIPTION LINKING
sublime, and what he calls the untamed “silence of art” standing “as plasticity
and desire, a curved expanse against invariability” (2011, 7), we can see that the

IGURAL NOT ONLY BRINGS A WELCOME hLEAP INTO THE VOI
betweenness, but it may highlight what is singular in each instance of intermediality,
much in the spirit of Dick Higgins’s original idea that intermedial works are “not
governed by rules; each work determines its own medium and form according to

ITS NEEDSvV IS SUCH THIS LINE OF THOUGHT INmU
of so-called post-structuralist philosophies, leads the way in the exploration of
intermediality not as an abstract set of relationships (i.e. a kind of grammar), but

AS AN EVER CHANGING AESTHETIC CONIGURATION °AND A S|

3EE MORE ON INTERMEDIALITY CONCEIVED IN THRM#830F HETEROTOPIA
9 Henk Oosterling, for example, speaks of a “sensible” intermediality in which “the sensible, as

A REmECTIVE SENSIBILITY BALANCES BETWEEN PRESENCE AND ABSEN

medium to the other,” and considers it as “a movement in which positions are articulated in the
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7THILE THE PREVIOUS AVENUE OF INTERMEDIAL STUDIE
direction (i.e. the general theory of intermediality applicable for each separate
MEDIA THIS TYPE OF SCHOLARSHIP WHICH HAS GAINED
HAS SUCCESSFULLY DECENTRED THE IELD BOTH WITH /
SPECIIC INSTANCES OF INTERMEDIALITY THROUGH ANALY
trends in diachronic or synchronic cross-section, and with freely adopting and
combining concepts not only from media studies or philosophy but from a wide
RANGE OF DISCIPLINES INCLUDING ILM THEORY ART HI
anthropology, etc.). The direction set by philosophies of in-betweenness was also
recently reinforced by studies focusing on the “liminal” in cultural and post-
colonial studies, which extended the idea of the “blurry area” of in-betweenness
to interpreting historical, cultural, social and psychological phenomena.

¢) Remapping Intermediality and Rethinking In-Betweenness

-OVING BEYOND THE WIDESPREAD INMUENCE OF POST STR
new perspectives for thinking about intermediality in cinema have been brought
BY THE WORKS OF RECENT PHILOSOPHERS AND ILM THEO
Ranciére, Giorgio Agamben or Raymond Bellour, who have explicitly written about
cinema and offered new vantage points for interpreting its hybridity. Although
these theoretical approaches are far from being similar in many respects, there are
a few aspects that loosely connect them: for example, without mentioning the term
intermediality, they all implicitly point toward expanding the area to be considered
in intermediality studies beyond media. They suggest diverse possibilities to
radically rethink, this time not the metaphor of media borders but another core
assumption of intermediality, namely that this is something that happens between
media, that its relevance extends solely to relations between media.
Alain Badiou interprets the designation of “the seventh art” not as indicative
of the position of cinema among the arts but of the way it is constituted: it is not
simply another art added to the succession of previously existing ones, but as he
famously says, it is the “plus-one” of the arts in the sense that “it operates on the
other arts, using them as its starting point, in a movement that subtracts them
FROM THEMSELVESvV "ADIOU WRITES hALL THE .
;x= #INEMA USES AND MAGNIIES THEM ACCORDING THE]
power. There's a power of revelation of the arts, a power of subjugation of the arts
in cinema that truly makes it the seventh art” (2013, 7).

awareness that they are principally relational and provisional” (2003, 43).
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And although the metaphor of the “breached borders” resurfaces in his
arguments, he also makes it clear that any “movement from one art to another”
is a false one, a subtraction, “an allusive quotation of the other arts,” through
WHICH WE HAVE A mEETING PASSAGE OF AN IDEA LIKE A h
essentially as an “art of memory,” for, as Badiou notes, “what | will have seen
or heard lingers on to the very extent that it passes” (2013, 88). Reviving André
Bazin's metaphor of “impurity,” he considers cinema to be “an impure art”
(Badiou 2013, 93), that is, “a knot that ties together” the movements in which
cinema not only “wrests the[se] arts away from themselves” (2013, 92), but
also connects to the domain of non-art ** and becomes contaminated** by it.
ICCORDINGLY IT IS NOT THE IMAGE THAT IDENTIIES CINEM/#
and cinema as artistic practice can be conceived as a never completed “process
OF PURIICATION OF ITS OWN IMMANENT NON ARTISTIC CHA
THIS KEY NOTION "ADIOU WEAVES TOGETHER THE INTER AR
other relationships outside the arts which are closely linked to them.
We see a similar gesture of extending and remapping the area where cinema
(and thinking about cinema) operates on the principle of in-betweenness in
Jacques Ranciere’s recent writings (2014). Only instead of Badiou’s vision of
binding together the divergent aspects of cinema, Ranciere “pulls” them apatrt,
by emphasizing the “gaps” or “intervals” ( les écarts) of cinema. Like Badiou,
Ranciere, too, speaks of the “impurity” of cinema and highlights the revelatory
experience of cinephilia for the perception of the medium’s essential hybridity
in which the discovery of a “closer and less obvious linkage between the types
of art” may occur at the same time with the experience of “the emotions of the
narrative” or “the splendour that the most commonplace objects could acquire
on a lighted screen in a dark auditorium” (2014, 3). Questioning the very unity of
the art, he states, “cinema exists only as a set of irreducible gaps between things
that have the same name without being members of a single body” (2014, 5).
“The gaps of cinema are the results of cinema being other to itself — this internal
heterogeneity producing extensions or relations with literature, politics, and
OTHER ART FORMS 'APS AND EXTENSIONS MAKE CINEMA C

10 Badiou considers in this respect the connections between the art of cinema and cinema as
ENTERTAINMENT A PRODUCT OF THE MOVIE INDUSTRY AS A MEDIUM
real” (2013, 18).

11 Perhaps Badiou can also be credited with bringing into vogue a series of biological metaphors
like cross-pollination, contamination, fertilization, etc. that have pervaded the recent texts
written on intermediality.
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are precisely what make it excessive in the sense of extending the questions and
EXPERIENCES IT PRODUCES TO OTHER @NON €€INEMATIC
Giorgio Agamben joins the rank of the contemporary philosophers who venture
INTO THESE @NON CINEMATIC IELDS NOT ONLY THROUG
of relationships between differently constituted objects and practices” (Harbord
2016, 217), and as the champion of what Janet Harbord, the author of a recent
monograph on his work calls “ex-centric cinema” (2016), driven by a veritable
fascination with what is external to it, but most of all, through dislodging the
image from the centre of discourse on cinema altogether and replacing it with
“gesture.” Thus, for Agamben, cinema re-enacts the tale of the living statue: “the
mythical rigidity of the image has been broken” as the cinematic world unfolds a
“dream of a gesture” (2000, 55), he writes. “Properly speaking, there are no images
but only gestures” (2000, 55) in cinema. Gesture itself is articulated in multiple
ways as an agent of in-betweenness, between dance and image, language and
pure spectacle, the body as an “exhibition of mediality,” of “being-in-a-medium”
(2000, 57) and its obliteration by the alienating machinic gaze of the cinematic
apparatus, and ultimately as the “intersection between life and art” (2000, 79).
This recovery of the non-cinematic and cinema’s various relationships with the
real within thinking about cinematic hybridity in the writings of these theorists
not only institutes a new kind of “border-talk,” this time between art and non-
art, the real and the intermedial, but it is also marked by a strong emphasis on
performativity (on what intermediality does). Unlike the metaphors of “media
TRESPASSESv OF THE IRST PARADIGM WHICH DEINE W
abstract fashion, these relationships are considered here literally as action and
INTERACTION AS RELATIONS OF POWER AND CONMICT W
tensions that go beyond the realm of media. As Badiou once said, cinema is not
“a peaceful art.” *3 A great contribution to this line of thought is Lucia Nagib’s
elaboration on the “politics of impurity” (2014), which draws inspiration from
Bazin's visionary ideas, and connects intermediality conceived in terms of
impurity with Ranciére’s notion of dissensus, “which establishes new relations
between reality and appearance, the individual and the collective, multiplying

12 Endnote to Ranciére’s article in NECSUS (2012) written by Sudeep Dasgupta in consultation
with Ranciére.

13 "ADIOU SPEAKS OF CINEMA AS hTHE VISIBILITY OF THE CONMICT
contemporary world” in a public lecture delivered in 2015 at the University of New South Wales,
Sidney, available on YouTube HTTPS WWW YOUTUBE COM WATCH V LB®&BWSO FY
accessed 17. 07. 2018.
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THE POSSIBILITIES OF THE ILM MEDIUM IN A POLEMICAL W
own limits and the power of representation” (2014, 37).
The disruptive way in which intermedial relations are enacted in cinema are
perhaps most explicitly spelled out by Raymond Bellour in the essays collected
in his two books (1990, 1999) written about all kinds of mixtures between
photo, cinema, video, painting, literature, and digital media. His key concepts
of “entre-images” or “images-in-between” unfold a vision of in-betweenness in
which forms are “hollowed out from within” (2012, 21) or “irrigated” by the new
FORCES THAT SURROUND IT THERE ARE ISSURES
collusions and corruptions. Speaking about an “explosion” of cinema into
other forms of moving images, Bellour shifts the discourse on in-betweenness
from “media” as a system of signs (similarly to Badiou or Ranciere’s inspiration
drawn from their own cinephilia) to the more palpable, real-life framework of
the “dispositifs” in which they are experienced, and where, again, he sees in-
betweenness in terms of multiplication, tension and as the title of his more recent
book indicates, The Battle of the Dispositifs (2012b). At this point | will conclude
this brief (and unavoidably incomplete) overview of some of the central questions
REGARDING THE STATE OF THE ART IN WHAT CAN BE DEINE
of intermediality studies. What is important to note regarding these three major
paradigms (1. based on the idea of “media trespasses;” 2. contact-zones mapped
through post-structuralist philosophies; 3. rethinking in-betweenness between
art and non-art, the real and the intermedial) is that despite partial overlaps (less
BETWEEN THE IRST AND THE OTHER TWO MORE BETWEEN
IS NO UNIIED FRAMEWORK HERE )F WE TRY TO ASSESS T
AREAS WE CAN SEE THAT NOTWITHSTANDING ALL THE RIC
a declared purpose of elaborating adequate tools for the analyses of a wide range
of intermedial phenomena, the studies based on “trans-semiotic border-talks”
which make use of a media studies framework without any hybridization with
OTHER IELDS OF THEORETICAL INQUIRY HAVE SO FAR PRO
They remain within the bounds of abstract meta-theory, the most important
ACHIEVEMENTS IN THIS PARADIGM ARE THE CAREFULLY EL
INTERMEDIALITY IS AND THE IDENTIICATION OF ITS SUBCA
WHICH APPLY THESE WELL DEINED CATEGORIES ARE OFTE!I
instances of intermediality and thus prove to be derivative and less productive in
their results.) Researches that adhere to the second and third paradigms conceive
intermediality in terms of multiple in-betweennesses, and open up new avenues
by acknowledging the need for multiplication of perspectives as well. They
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consist of case studies and theoretical investigations which seem only loosely
associated with the kind of intermediality studies (rooted in semiotics and media
STUDIES PRACTICED IN THE IRST PARADIGM 4HEIR MOS
seek out new, interdisciplinary vantage points also at the level of methodologies
(studying less the concept of intermediality  per se, and focusing more on the
CONTINGENCIES PHENOMENOLOGIES PHILOSOPHIES AN
manifestations of intermediality).

In the following subchapter, based on ideas gleaned from the theoretical writings
THAT REDEINE INTERMEDIAL IN BETWEENNESS IN THE THI
) WILL PRESENT HOW A RECENT %ASTERN %UROPEAN IL
changing strategies of intermediality in contemporary cinema, and even to sketch
the contours of an emerging new type of intermedial and inter-art relationship.

Changing Strategies of In-Betweenness: the Double Helix
of Intermediality

In order to highlight these new strategies, Raymond Bellour's metaphor of the

double helix (1996) seems to be a good starting point. Bellour borrowed the notion

of the double helix from molecular biology in an article written originally for the

catalogue of the landmark exhibition entitted  Passages of the Image (Passages

de 'image, organized by the Pompidou Centre in Paris, in 1990, and which was

THE IRST OF ITS KIND TO BRING TOGETHER PHOTOGRA|
image installations in an intermedial dialogue). Through the complex model of

the double helix Bellour further unpacks his concept of the images-in-between.

Images in the digital age, he writes, are not only ubiquitous but ever harder to

DEINE AS THINGS IN THEMSELVES WE EXPERIENCE THEM
the image,” where the ambiguous preposition “of” includes not only the sense of
“in-between” the images but also the viewers passing “in front of’ images and a

more obscure connection to “what is missing from the image” or to “what contains

it” (1996, 174), a passage, as the motto chosen by Bellour from Henri Michaux’s

POEM INDICATES hFROM ONE MIST TO ONE mESHv
IMAGES COMBINE EMBODIED AND DISEMBODIED EXPERIEN
sensations and codes through the double helix structure intertwining two forms

of analogy: the photographic reproduction of the real (i.e. the analogy based on

natural vision), and the mechanical reproduction of movement (i.e. the way the

cinematic apparatus creates its own visible world) (1996, 180). Although, in

principle, this structure applies to all visual media, its complexity is enhanced



Approaches to Studying Intermediality in Contemporary Cinema 175

in cinema because “a pattern of possibilities is established, formed by the
overlappings and passages that are capable of operating (technically, logically,
and historically) between the different arts” (Bellour 1996, 180).
Extending the metaphor to another level, and taking into account the import
of all the other recent theorizations which introduce the real into the discourse
of intermediality, we may perhaps consider the inter-art and inter-media
connections and analogies on the one hand, and the power of the cinematic
image to resemble, represent and to rely on various “passageways” to material
reality (from its production to its interpretation), on the other, as two sets of
relations (comprising the domains of art and non-art) joined in a similar double
helix. On both sides there are further interrelationships (or as Badiou would say,
“impurities”) at play, yet they are constantly interlocked. Intermediality operates
in this way like the DNA of cinema, connecting the old with the new: “inherited”
forms, patterns, conventions, with technological and aesthetic innovations and
MUTATIONS )T WEAVES THE FABRIC OF CINEMA THROUGH IT
between the arts and an inalienable bond with perceptions of the real, anchored
in bodily sensations.
But one should not insist too much on the metaphor in itself, its relevance is
merely to suggest that this conjunction is where important changes can be seen
regarding the intermedial poetics of contemporary cinema (besides the obvious
AREA MARKED BY #') TECHNOLOGY WHERE REALITY ART
between the arts can converge or diverge along a wide spectrum). There is a
growing strategy to add new dimensions to the relations of in-betweenness in away
that ultimately produces a new type of intermediality emerging in contemporary
CINEMA 4HIS NEW TYPE CAN BE ADDED TO THE OTHER BA
2011, 95-179) that generate a more or less emphatic sense of intermediality
WITHIN A ILM ALSO BASED ON INTER MEDIA INTER ART ASS(
sensations of the real (i.e. a sensual mode that brings forth impressions of other
arts through a synesthetic experience of the world; and a structural mode that
unravels the world into pieces and layers of media forms and representations).
In these days of media convergence and multiplied real-intermedial and inter-
art contact-zones, we can also distinguish an expansive mode that excessively
stretches and “skews” the cinematic form in the direction of other arts and
MEDIA AT TIMES ADDING FURTHER TRANS MEDIA EXTENSI
OTHER HAND MANY TIMES IN PARALLEL WITH THE NEWE:?
and the preference for more personal or immersive forms in the arts, it anchors
THE CINEMATIC WORLD FURTHER INTO A SPECIIC HISTORIC
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2ANCINRE S TERMINOLOGY IN SUCH AN EXPANSIVE MODE
(2012) both through the “gaps” between media (as it displays a chameleon-like
ability to change its appearance to resemble the other arts and to be incorporated,
remediated by other arts), as well as the “gaps” between the medium and physical
reality (the connection to which is reinforced on many levels and in many ways).
One such strategy relies on creating “contaminated” forms (to apply Badiou’s
term), on creating a format of “expanded cinema” * within cinema, in which
THERE IS A MUTUAL INILTRATION BETWEEN THE ARTS AN
art, through a unigue expansion or folding of one form over the other. We can see
IN THIS WAY FOR EXAMPLE ILMS WHICH WE EXPERIENC
AS PROLONGED VIDEO INSTALLATIONS OFTEN ALSO REC
the realm of installation art, with fragments extracted and displayed on multiple
SCREENS ADAPTED TO SPECIIC VENUBRMilEnGthe ErGgd ,-AJEW
2011%), video blogs (e.g. Sally Potter's Rage 2009), recorded theatre and/or
multimedia performances (e.g. Peter Greenaway’s 2007 Nightwatching , alongside
HIS OTHER 6* PERFORMANCE LIKE ILMS AND SO ON IS
expansion may employ multiple strategies, but in what follows, | would like to
present a more subtle and manifold “contamination” and “expansion” of cinema
ALONG BOTH AXES OF THE DOUBLE HELIX THROUGH A CL
Sieranevada, directed by Cristi Puiu in 2016.

4HE ILM INSPIRED BY THE EVENTS SURROUNDING THE I
is about a family reunion on the occasion of the Orthodox ritual for remembering
the dead forty days after the funeral. The large family is making preparations for
the religious ceremony without much piety but with plenty of bickering. A great
feast is prepared yet this is somewhat absurdly constantly delayed. According to
THE INTENTIONS OF THE DIRECTOR THE ILM PRESENTS T
imagined perspective of the dead man, yet this point of view is never actually

14  The term “expanded cinema” was applied, in the mid 196  Os, to avant-garde artworks that used
moving images (e.g. video, multimedia performance) and sought to rethink the way moving
images can be produced, exhibited and experienced beyond the framework of traditional cinema.
4HE MEANING OF THE TERM HAS ALSO UNDERGONE SOME EXPANSION
CAN BE SEEN AS A BRANCH OF SO CALLED STRUCTURALIST ILM THAT
and experiments with projections in unconventional locations, forms and multiple screens, to
encompassing all kinds of new media art practices making use of moving images. The idea of
viewing new media as an expansion of cinema beyond its traditional boundaries originates in
Gene Youngblood's famous book with the same title (197 0), which described the implications of
new image-making technologies emerging after cinema.

15 In Julian Rosefeldt 's Manifesto (2015) we have an example for the reverse procedure, in which
INSTALLATION ART EXPANDS INTO CINEMA | E SCENES ILMED FOR ¢/
EDITED INTO A FULL LENGTH ILM
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ARTICULATED IN THE ILM AND IT IS ONLY THE SPECTATOR W
through the mobile eyes of the camera, moving closely around the people as
an invisible guest. With more than a dozen characters paraded in front of us,
THE ILM PAINTS A CONTEMPORARY FRESCO OF hTHE HUMA
Romanian society. In accordance with Agamben’s iconoclastic rethinking of
CINEMA THE ABSENCE OF GENUINE MOURNING IS ILLED W
everyday gestures in a truly gestural cinema that renounces classical dramaturgy
FOR mMUCTUATIONS IN TENSIONS ENDLESSLY REPEATED AC
one room to another, doors opening and closing, people entangled in petty
arguments, banal conversations peppered with political conspiracy theories,
the venting of frustrations and bitter recriminations within an overcrowded
apartment in Bucharest. [Figs. 1-3.]
3TRETCHED OVER MINUTES THE ILM CHALLENGES THE A
who gets immersed in this way not so much in a story, but in a world, in a sensuous
universe of voices, gesticulating bodies moving in and out of the dark hallway
and the cluttered rooms. Gesturality prevails over the image also in these richly
decorated, box-like spaces, in which the paintings, mirrors, superimposed with
photographs and holy icons all point to people having placed them there. Even the
IRST IMAGES IN WHICH WE MAY BE STRUCK BY THE PICTORI/
the scene is pervaded by the gestures of human intervention in the world, with the
COLOURFUL GRAFITI IN THE BACKGROUND AND THE CARS J
STREET I!ND ALTHOUGH THE ILM MAY BE SEEN ALSO AS A
communist variation on thematic or stylistic elements borrowed from the cinema
of Luis Bufiuel, John Cassavetes or Eric Rohmer, its strength resides in its quasi
real-time format, making the viewer part of an experience resembling something
IN BETWEEN REALITY 46 AND THE NEWEST VOGUE OF SITE
PLAYS ARE STAGED WITHIN THE CONINED SPACE OF PEOP
with spectators, and making them literally “go through” the performance, thus
hBLEEDINGvVv ART OR ARTIICE DIRECTLY INTO THE*PERCEPT
In such a heavy contamination of cinema with theatricality on the one hand,
and everydayness on the other, it is surprising to see how more sophisticated art
references also pop up (something we are accustomed to see in Eastern European
ILMS WITH A MORE AESTHETICIZBdad EnrgtLdE MichdlandedltoG N A S
Pietd is evoked in two scenes by the postures of the protagonists. [Figs. 4-5.]

16 INOTHER RECENT %ASTERN %UROPEAN |LMt'sTNOt tAePTmteYof 8y Ofil A STRATE
(Ernellaék Farkaséknal ), made in the same year as Sieranveda, in 2016. The Hungarian director,
3ZABOLCS (AJDU ACTUALLY ADAPTED HIS OWN PLAY PERFORMED ORI
SHOW INTO A SO CALLED NO BUDGET ILM MADE WITH THE COLLABORATI
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JN BOTH CASES WHAT WE HAVE IS NOT A CLEAR REFERI
impression that lingers over the image, or “passes through” exemplifying what

Badiou describes as the “the visitation of the idea in cinema” (2013, 123), like the

passage of “grace” coming through the transparent veil of the images. While similar

images that we encounter throughout global commercial cinema and popular art are

used as fairly straightforward devices meant to add a degree of sophistication to the

image, the examples in Eastern European cinema, as several previous studies have

shown, ¥ are usually much more ambivalent or layered. In this case, they appear

side by side with references to Western politics and culture (for example, in the

form of the argument over the Disney costume of the little girl) and within a much

more complex framework, in which the idea that comes along with the Dead Christ

or the Pietd may be perceived both in terms of irony (mocking the chaotic gathering

and the lack of cultured sophistication) and in terms of a genuine yearning for

authentic mourning as well as for a connection to (European) high art. With regards

to art references, Mircea Valeriu Deaca (2016) notes that although everything in the

ILM REVOLVES AROUND A CEREMONIAL FEAST THE MOST
to Da Vinci's Last Supper is missing, and he interprets this absence as a gesture of

denying the bearded protagonist, Lary, the central role and the association with

#HRIST (OWEVER WE DO IN DLast RupfeE BrilyN @mes t ih the

ILM BUT IN THE POSTER MADE FOR THE ILM IN THE ARRA
and smiling at the dinner table (quite inappropriately for a funeral reception).

[Fig. 6.] The image devised for the international distribution takes into account

THE EXPECTATIONS OF THE MARKET REGARDING THE SPE
in which irony, ambivalence, sophisticated allusion is something to be expected.

We should be aware, nevertheless, that Cristi Puiu himself created another
POSTER FOR THE ILM WHICH WAS USED FOR ITS DOMESTI
the fog-infused outskirts of Bucharest with a string of typically dreary blocks
OF mATS LINED UP UNDER THE HORIZON AND A FROZEN
mOCK OF BLACK CROWS GATHERED AROUND THE PATCH C
Designed by the director-author, this photo-pictorial poster art would have been
in itself a meaningful trans-media extension of the work had it not opened the
way towards another set of artworks altogether. And this brings us to the other
possible strategy of this type of expansive intermediality.

In this mode we may see connections established across interrelated works
conceived in multiple art forms in which one becomes the extension of the

17 The interpretation of art references is one of the key issues in the study of the intermediality of
%ASTERN %UROPEAN CINEMA S E DIAVKDAYG2ME) HER®r (B BI6H P
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other. This mode integrates elements of intermediality with trans-textuality (e.g.

IN THE PRESENT CASE THE ACTOR -IMI "RLNESCU WHO V
connection to The Death of Mr. Lazarescu [-OARTEA DOMNULU]I2009)LRESCU
and transmediality (meaning that different interconnected works constitute

parts of the same universe). This extension happens most of the times in the

direction of installation art. Several examples from contemporary cinema may

come to mind: from the installations of Pedro Costa to those of Apichatpong
Weerasethakul. Or we may remember that Béla Tarr also broke his earlier promise

NOT TO MAKE ANY MORE ILMS IN A WAY BY EXHIBITING A N
AN ART INSTALLATION EXPANDING THE UNIVERSE OF HIS Il
in Amsterdam in 2017. 8 In the case of Puiu, the extension was made in the

direction of photography. Searching for an adequate image for the poster art, the

director took hundreds of photographs at the outskirts of Bucharest, a selection of

which was exhibited at the Baril Art Gallery in Cluj in June 2017 (and later in the

same year in the Art Museum in Arad). At this exhibition, the whole collection

was made available to the public in the form of a photo album printed in one

copy, displayed in the same space together with a selection of the photos hung

on the wall and a booklet containing an in-depth interview with the director,

transforming the whole exhibition into a complex multimedia installation. The

PHOTOS EXTEND THE UNIVERSE WE SAW IN THE ILM BY MC
FROM THE ICTIONAL STORY INTO THE hREAL WORLD v FROI
WHERE OUIU STAGED THE HIGHLY REALISTIC FAMILY SQU/
highly aestheticized, peaceful landscape covered with snow. The particular

IMAGE CHOSEN FOR THE POSTER ;&IG = SHOWS THE FROZ
DAM ON THE $EMBOVIHA RIVER IN THE S ALSO mOODINC
an old cemetery. Conscious of its history, Puiu, elevates the foggy image into an

expression of his own diffuse feelings of melancholy or anxiety overlaying the

historical memory of the place. Other compositions also frame the cemetery next

TO THE GREY BLOCKS OF mATS WITH ITS OLD HEADSTONE
out the lonely elements of the landscape, industrial buildings looming in the

distance, tracks in the snow, some reduced to a few graphic elements only, like

brushstrokes on a canvas. For the viewers of the exhibition, the series of elegantly

minimalist, almost monochrome compositions framed in white, displayed on the

white walls of the art gallery set up a perceivable aesthetic distance, cleanse the

18 The title of the exhibition was Till the End of the World , and it ran from 21 January to 7 May
2017. See: HTTPS WWW EYEILM NL EN EXHIBITION B # ! LA TARR %
of-the-world. Last accessed17. 07. 2018.
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UNIVERSE OF THE ILM CONTAMINATED BY THE VULGARITY
a visible gap not only between cinema and photography but also between art and
non-art, reality and its sophisticated mediation. [Figs. 8—-11.] Across these gaps
the connections and reversals unfold an expansive artistic vision that ultimately
challenges our perception of the world, and effectively reframes the real from
multiple perspectives. Thus, in a chiastic structure, everydayness conveyed
THROUGH THE IMMERSIVE REALISM OF THE ILM ORDIN
quarrels which we perceive more like “life” than art), i.e. non-art is shown as
ART AS A ICTIONAL STORY WHILE IN THE STYLISH MIN|
the art gallery it is a highly sophisticated, visibly constructed art  ° that shows us
REAL LOCATIONS ! ICTIONAL FAMILY NETWORK UNRAVEL
SEEMINGLY PERSONAL IN THE ILM WHILE WHAT IS ACTU
director 2°is conveyed through the impersonal, wide-angle landscape photography
bordering on abstraction.

4HIS MULTIPLICITY OF PERSPECTIVES AND MANNERS
REALISTIC ORDINARY SOPHISTICATED METAPHORICAL
APPEARS IN AN UNUSUAL FORM ALREMSeréaneWda)HVEItERTLE OF
IN A PROVOCATIVELY INE PRINT AND WITH A DELIBERATE
name, Sierra Nevada. On a literal level, the word contains a puzzling and
ambiguous misreference to a snowy mountain range either in Europe (Spain) or
in America. The snowy images associated with the name may perhaps be loosely
linked to the photographs taken in winter around the outskirts of Bucharest, but
THEY HAVE ABSOLUTELY NO CONNECTION WITH THE ILM
mentioned (correctly or incorrectly) and only disorients the viewer who searches
for hidden references. According to several press conference interviews with
Puiu, he chose an absolutely arbitrary title to mock the practice of attaching
labels to everything, and partly, also in protest against foreign distribution
PRACTICES THAT USUALLY CHANGE THE TITLE OF ILMS T
SAME )N THIS WAY HOWEVER WITHOUT BECOMING A ME
CAN BE PERCEIVED AS A SUBVERSIVE GESTURE OF DEIA
ILM MULTIPLYING REFERENCES IN THE SENSE 2ANCINRE

19 THE PHOTOS WERE LATER FURTHER FRAMED AS hARTv BEING PUBLISI
collector’s edition Blu-ray box-set with the author's unique handwritten quotations from the
ILM AND SIGNATURE

20 The pictures showing his own daughter and the drawing made by her included in the selection
of exhibited photographs all reinforce this personal nature of the photographs.

21 7E MAY GO FURTHER AND SEE ALSO A BIT OF A SITE SPECIIC IRONY |
box of the art gallery exhibiting these photos in Cluj is actually inside a shabby building of an
old, abandoned factory.



Approaches to Studying Intermediality in Contemporary Cinema 181

presence of two worlds in one” (2010, 37), “the demonstration (manifestation) of
a gap in the sensible itself” (2010, 38). The mistaken spelling, the meaning that
MAY TAKE US TO TWO DIFFERENT PLACES THE MANY POSS
the impossibility to connect any of them to the diegetic world intrigue the viewer,
and introduce just the kind of “multiplicity of folds and gaps in the fabric of
common experience that change the cartography of the perceptible, the thinkable
and the feasible” that Ranciere speaks about (2009, 72) when describing the
“political” effect of an aesthetic experience.

Evoking a well-known name in the title yet making it strange on so many levels,
reinforces in a condensed linguistic form the same characteristics that we saw in the
ART REFERENCES CONNECTING TO AND DISCONNECTING THI
of reference. It demonstrates how intermedial strategies can emerge as interfaces
between East and West, and as such, become inscriptions and articulations of a
desire for cultural (re)connections, while, on the other hand, they can also stage
an effective dissensus regarding the standardization of images (or words, concepts,
ETC WITHIN A GLOBALIZED WORLD 4HEY EMPLOY THE OVE
helix of intermediality for enmeshing current general trends of aesthetic practices

E G hCONTAMINATINGvV CINEMA WITH FORMS OF REALITY
engaging the complex relationship of interrelated artworks conceived in different
media) as well as universally recognisable iconography with images enrooted
WITHIN THE INTRANSLATABILITY OF SPECIIC LOCAL ANXIETI
asSieranevada #RISTI OUIU S INTERTWINED PROJECT OF ILM ANI
NEW AND COMPLEX CONIGURATIONS OF IN BETWEENNESS W
their uncharted implications by searching for theoretical tools that can reveal the
depths and layers of intermedial strategies in contemporary cinema.
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Figures 1-3. People coming and going, arguing in an overcrowded apartment in
Sieranevada (2016).
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Figures 4-5. The postures of the protagonists faintly recalling Andrea Mantegna'’s
painting of Dead Christ and Michelangelo’s Pieté.
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Figures 6—7. The two posters of Sieranevada: one made for the international
DISTRIBUTION OF THE ILM REMINISCBEATSGper, EHONEBR DO $A
using a photograph taken by Cristi Puiu himself at the outskirts of Bucharest,

designed for its domestic spectators.

Figures 8-11. Photos shown in the exhibition with the same title, Sieranevada
(insallation view, photographed by the author).
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Sapientia Hungarian University of Transylvania (Cluj-Napoca, Romania)
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Beginning from the 1990s, intermediality has not only been a highly productive
concept that generated a great deal of analyses and theoretical writings that
contributed to the understanding of media hybridity and interart connections,
but has also proved to be a somewhat nebulous term that semiotics and media
STUDIES REPEATEDLY ATTEMPTED TO DEINE AND CATEGOR
the contrary, that was “opened up” through different philosophical approaches.
Moreover, our immersive experiences within an environment dominated by
digital media, as well as discourses regarding media archaeology, convergence,
the interconnectedness of humans and technology, art and life, etc., continually
shift our vantage points and challenge us to rethink intermedia or interart relations
IN THE CONTEXT OF THE COMPLEX NEW RELATIONSHIPS T
culture. The aim of this series of in-depth interviews is to perform a kind of
informal “archaeology” of researches connected to questions of intermediality
through presenting trajectories of thought that lead to the diversity in the state of
the art in intermediality studies today. In each of these interviews, | would like to
present different methodologies and topical issues that have been addressed by
researchers working in various places of the world. | have asked three of the most
renowned scholars (Lars Ellestrom, Lacia Nagib and Joachim Paech), whose works
HAVE HAD A WIDE REACHING IMPACT IN THE IELD TO EXPL
STUDY OF INTERMEDIAL PHENOMENA IN THE IRST PLACE AN
OF INTERMEDIALITY AND ITS MOST IMPORTANT QUESTIONS °
how their different cultural or theoretical backgrounds have informed their work. 1

1 The interviews were made within the framework of the Exploratory Research Project,
Rethinking Intermediality in Contemporary Cinema: Changing Forms of In-Betweenness , PN-
11I-ID-PCE-2016-0418, funded by a grant of the UEFISCDI (Executive Unit for Financing Higher
Education, Research, Development and Innovation), Romania.






AcTa UNIv. SAPIENTIAE , Fitm AND MEDIA STupiES, 15 (2018) 191-210

DOI: 10.1515/ausfm-2018-0011
“A Good Concept Should Be both Very Concrete
and Very Abstract.”

Interview with Lars Ellestrom

BY @®GNES'OETHP

You are Professor of Comparative Literature at the Linnaeus University in
Sweden with an impressive research output, comprising several books, edited
books, articles and book chapters written both in English and Swedish, some also
translated into Portuguese and several other languages (listed in detail on the
webpage of the university: https://Inu.se/en/staff/lars.ellestrom/ ). Besides several
important articles, at least two of your books can be considered as real milestones
regarding the theory of intermediality published in English: the edited collection
of essays, resulting from an international conference that you organized in Vaxjo,

1 This interview was made within the framework of the Exploratory Research Project, Rethinking
Intermediality in Contemporary Cinema: Changing Forms of In-Betweenness , PN-III-ID-
PCE-2016-0418, funded by a grant of the UEFISCDI (Executive Unit for Financing Higher
Education, Research, Development and Innovation), Romania.
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Media Borders, Multimodality and Intermediality (Palgrave Macmillan, 2010) and
the book summing up your major ideas regarding the theory of intermediality,
entitted Media Transformation: The Transfer of Media Characteristics Among
Media (Palgrave Macmillan, 2014). At present, you are heading two important
institutions dedicated to studies of intermediality, you are the director of the
Linnaeus University Centre for Intermedial and Multimodal Studies (IMS) and you
are the chair of the board of the International Society for Intermedial Studies (ISIS).
How do you see your own journey towards the study of intermediality? How did
YOU A 3WEDISH SCHOLAR TRAINED IN THE STUDY OF LIT
IN QUESTIONS RELATED TO INTERMEDIALITY IND CONNE
literature, or an interest in media studies or in semiotics that guided you more
IN THIS DIRECTION 7AS THERE ANY SPECIIC THEORETIC/
experience that steered you towards theorizing intermediality alongside your
other major interests at the start of your career?

Long before coming to academic intermediality studies, my life was full of
“interart.” Like most children, I liked picture books a lot and I still have vivid
memories of many of them. My mother was an artist, and as a kid | could watch
HER DRAWING AND PAINTING FOR HOURS -Y IRST AND GR
still is, music. | liked to read adventure books until my teens, but it was not until
| was 18 that poetry and so-called serious literature came into my life. When |
LATER STARTED MY UNIVERSITY STUDIES PHILOSOPHY AI
by visual arts, music and psychology, but this order was largely a reversal of my
own development. Anyway, that did not matter much, because, as long as | can
remember, | have felt the strong interconnections among various forms of art,
entertainment and other forms of communication.
Apart from my strong interest in literature, of course, | probably chose to study for
a doctor’s degree in literature because of the strong theoretical focus of the subject.
| remember searching in vain for good ideas for a thesis on interartistic relations
(Lund University, where | studied, was by then a stronghold of interart studies),
but it ended up with a monograph on a Swedish poet. | was very interested in the
theory of interpretation, which took me a bit, but perhaps not very long, on the
way to theorizing about arts and media interrelations. | was also early fascinated by
semiotics and realized that it might be important for the interartistic endeavours,
but I simply did not know what to do with it by then. It ended up with some small
publications, a few of them rather embarrassing. In brief, then: lived experience
CAME IRST AND THEORETICAL IDEAS LATER AND ) HAD A |
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Could you trace the most important stages of your intellectual journey, the
main ideas or areas of research that you became interested in along your career?
Is there an evolution palpable in your work — an expansion of the areas of
INTERESTS n OR IS IT MORE LIKE AN INTENSIICATION A DE
in your scholarly work throughout the years? How would you identify the main
pillars of your research output? What do you think are the key issues and the
most important accomplishments in your research work?

My favourite subjects at school when | was young were the natural sciences.
Mathematics was always my strongest subject. | guess | saw some beauty in the
abstract, and yet so real, universe of mathematics. It was also a bit of a game and a
challenge to get things right. For me, it was very much about having inner images
in the mind, where sizes, proportions and relations could be manipulated, so to
SPEAK IN ORDER TO IND THE SOLUTION ) LIKED THE VISUZ
found a great pleasure in mental calculation. Even though | left maths already
BEFORE THE AGE OF ) IND THE RELATION BETWEEN MENT/
of communicating it through various forms of media intriguing — although it took
me more than 20 years to come back to the area from the perspective of mediality!
7THEN ) HAD ALMOST INISHED UPPER SECONDARY SCHOOL
sort of existential crisis that lasted for many years; maths and the natural sciences
suddenly felt meaningless and could not help me cope with myself and the
world. | started to read a lot and my university studies started with philosophy
and literature, as | already mentioned. Even though | changed tracks completely,
| have never regretted my early investments in the sciences, and | am still an
avid reader of popular science. | would like to think that it helps me keeping an
open mind and welcoming connections between the humanities and the natural
SCIENCES INYHOW THE NATURAL SCIENCES DEINITELY C
intellectual journey.
) INISHED MY OH $ IN COMPARATIVE LITERATURE IN A
and a half or so, | published quite a lot (in Swedish and English) on poetry, gender
issues, the concept of irony and interart — in various mixtures. | was (and still am)
very engaged in gender questions but did not manage to come up with any really
new perspectives. The concept of irony was intriguing to work with because of
the intricate historical developments and the complex interpretive mechanisms
involved. Irony is also a transmedial phenomenon, despite its clear roots in the
verbal domain. Wrestling with irony in literature, music and the visual arts gave
ME THE IRST GENUINE INSIGHTS ) THINK INTO THE ALWA"®
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THE SPECIIC QUALITIES OF EXTERNAL MATERIAL MEDIA
internal, mental mechanisms that deal with our perceptions of the external. Even

though it might seem to be a bit of a truism that both media products and their

perceivers have their parts in how meaning is created, | still believe that we must

stubbornly continue to investigate how this works. Often, things that we see as
self-evident are not properly examined just because we take them for granted.

-Y INTERART PROJECT ON IRONY WAS CONCLUDED BY A
AND IRST SENT TO THE PUBLISHER IN BUT NOT PUBI
days, most publishers still worked with paper proofs, so, having a US publisher
meant sending them back and forth over the Atlantic Ocean again and again
...). Finishing this book, Divine Madness, while simultaneously teaching a lot,
working as a literary critic and not having a tenure at the university, made me
work much too much. One day, | collapsed. As so many others, | did not see
it coming at all because | had suppressed my needs for such a long time that
| believed it to be normal never being able to relax properly. It was a terrible
EXPERIENCE TO LITERALLY ALL OF A SUDDEN FALL TO
crying. After a while, however, when | understood what was going on, | was
EXTREMELY RELIEVED ) JUST LEFT EVERYTHING AND W/
full-time and then part-time, for half a year. It was one of the best things that
have ever happened to me!

Since then, my working hours are very strictly regulated. | work much less but
MORE EFICIENTLY AND ) FEEL SO MUCH BETTER ) ALSO D
wouldn’t lead to much good for me, so, for many years after the collapse in 2000,

) KEPT A RATHER LOW PROILE ) INISHED SOME OLD PROJ
that did not really work out, published rather little and bided my time.

)N AND ) STARTED TO REmMECT ANEW ON MEDIA
studies was by then on its way to being transformed into intermediality studies,
and, since | had started to feel somehow claustrophobic in the interart paradigm,
| was enthusiastic about this broadening of the frames. | was lucky to get funding
for a project on iconicity and media interrelations in poetry, but, when starting
TO WORK INTENSELY WITH THESE ISSUES AGAIN FOR T
had a hard time ever coming close to my announced literary material; | got
so caught up in the more theoretical issues that | felt | had to wrap my mind
around before | could start analysing the poems that | spent several years re-
examining and rethinking intermedial issues. This resulted in publications on
ICONICITY n SIGNIICATION BASED ON SIMILARITY RELAT
types — as of 2008. It also resulted in the article The Modalities of Media: A
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Model for Understanding Intermedial Relations , published in 2010 and still my
most quoted publication. It was part of the book  Media Borders, Multimodality
and Intermediality , that | also edited. The guiding thought of The Modalities of
Media is very simple: every single media product and, hence, every media type
must necessarily have certain material, spatiotemporal, sensorial and semiotic
traits. Elaborating methodically on this almost axiomatic starting point,
however, has some consequences for conceptualizing media interrelations that
are perhaps not as self-evident.
Sincethen, lhave workedinafocused way withinterrelated issuesthatinvarious
ways deepen or broaden ideas that are presented or hinted at in The Modalities
of Media . | also decided to mainly publish articles (and now and then, perhaps, a
SHORT BOOK BECAUSE ) FOUND THE SMALL FORMAT MORE I
the humanities, including most of my own, are unnecessarily long. | have, thus,
since then, in a pace directed by my strict working schedule, published several
articles focused on particular media types from an intermedial perspective, and,
of course, also articles with general perspectives on intermediality.
Mentioning a handful of publications may give an overall idea of the directions
that my research has taken. In Material and Mental Representation: Peirce
Adapted to the Study of Media and Arts  (2014), | wrestle with Charles Sanders
OEIRCE S MOST FOUNDATIONAL SEMIOTIC CONCEPTS AND
them as useful as possible for the study of communication and mediality. Peirce,
who wasn’t a communication or art scholar, but rather a mathematician and
philosopher (among other things), can be rather irritating and confusing, but,
THE MORE WORK ONE INVESTS THE MORE BRILLIANT IDEF#
writings. Semiotics does not provide answers to everything, of course, but |
WOULD IND IT VERY DIFICULT TO THEORIZE ABOUT MEDIA
basic semiotic concepts. The most essential semiotic principle is, again, very
simple, and almost impossible to deny: our minds work in such a way that
things such as perceptions, sensations, thoughts and ideas constantly trigger
the awareness of other thoughts or ideas — in other words: “signs” make present
to our minds “objects.” In the case of communication, media products act as
signs because they trigger the perceiver to construe some sort of meaning or
“cognitive import;” the media products represent something — if they do not,
they are not media products. | believe that even scholars who do not deliberately
use semiotic theory must subscribe to this basic principle. And, once one starts
to disentangle the implications of this basic principle, many interesting and
useful things are found ...
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In the short book, Media Transformation: The Transfer of Media Characteristics
Among Media (2014), | summarise my most central thoughts about diachronic
media interrelations. A synchronic perspective on media interrelations means that
one primarily focuses on a particular media product or media type and investigates
how it is constituted in terms of multimodality and other characterising traits. A
diachronic perspective means to pay attention to media traits that are shared by
many media products or media types and, hence, potentially can be — or actually
have been — transferred among media. This is the area of transmediality (which
) CONCEPTUALIZE AS A SPECIIC FORM OF INTERMEDIALIT
HERE IS TRANSMEDIATION "UILDING ON SEVERAL EARL
transmediation as media characteristics that have already been represented
by some medium being represented again by some other kind of medium.
Transmediation can have enormous implications in all forms of communication
for the simple reason that meaning, or cognitive import, is necessarily somehow
transformed in transmediation because of basic media differences. Sometimes,
the transformation of meaning is marginal but other times it is fundamental.
In Bridging the Gap between Image and Metaphor through Cross-modal
Iconicity: An Interdisciplinary Model  (2017), my last and, | believe, most complete
article on iconicity, | summarise the central implications for mediality of this
important semiotic concept. Media types are always more or less dissimilar
but also more or less similar. Dissimilarities among media constitute various
FORMS OF BORDERS THAT MAY MAKE IT MORE DIFICULT
import from one media type to another. However, these borders are not in any
WAY DEINITE WHICH IS EASILY PROVED BY WAY OF SIN
media interactions that constantly occur around us. One vital answer to the
guestion how such transgressions are possible is that we have cognitive abilities
to perceive connections among different material, spatiotemporal and sensorial
modes — for instance, through similarity, the ground of iconic meaning-making.
Perceiving an inorganic image, such as a drawing on paper, one may take it to be
a representation of something organic, like a body. The mind, so to speak, takes
a leap from an inorganic sign to an organic object. Similarly, it takes a leap from
a two-dimensional sign to a three-dimensional object — we do not think that the
REPRESENTED BODY IS mATU "Y THE SAME TOKEN OUR C
similarities between what we see, hear, feel, smell, taste and think are well-
developed. A visual diagram, such as a curve chart, for instance, may represent
CHANGES IN SOUND INTENSITY AS WELL AS ECONOMICA|
these crucial cognitive abilities and their interrelations are essential, | think, for
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grasping intermedial relations; our minds provide cross-modal openings, so to
speak, that make it possible to partly overbridge media differences.

| have talked a lot about communication so far, but it actually took a while after
the publication of The Modalities of Media before | realised how truly important
this concept is. In my article, A Medium-Centered Model of Communication
(forthcoming in  Semiotica) and some other recent publications, | make the
framework of communication explicit. Modelling human communication as
interaction among minds made possible through intermediate media products —
that may consist of either our bodies and their immediate extensions or external
physical objects or phenomena — makes it possible to methodically investigate
media similarities and differences in a comprehensive way. | have also recently
started to think a lot about how different media types can communicate truthfully
in various ways. In a forthcoming publication, = Coherence and Truthfulness in
Communication: Intracommunicational and Extracommunicational Indexicality ,
| explore some of the most important functions of indices, signs grounded on
contiguity, or real connections. Like A Medium-Centered Model of Communication
this is an investigation that starts with fundamental queries about communicative
representation — such as how it is possible at all to reach the outer and inner
realities through communication — in order to enable conceptualizations of media
dissimilarities. The article is an initial contribution to the complex question of
what happens to truthfulness when cognitive import is transmediated.

Today, with several decades of research behind you, do you consider yourself
IRST AND FOREMOST A LITERARY SCHOLAR A MEDIA STUD
scholar or a combination of these?

| am not sure ... To be honest, | sometimes feel that | do not belong anywhere.
| struggle with forming concepts so that they may be broadly applied, which
can also lead to that they meet resistance or indifference everywhere. My books
are scattered on various shelves in the libraries and there are no journals that |
feel to be safe bases. In a way, | like this situation, because it forces me to stay
awake and watch my back — which is compensated by my stable and secure
private lifel When trying to explain what | do to non-academic persons, | say
that | do research on communication and how various forms of media, such as
speech, still images, gestures, movies and written texts, necessarily form what is
being communicated: when you verbally describe a motion picture or an image
in the newspaper, the meaning unavoidably changes in various ways. Everyone
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UNDERSTANDS THAT AND THUS ALSO REALIZES THAT
some bearing even on perfectly normal, everyday communication. So, perhaps

| am a communication scholar with a strong interest in intermedial issues and a
PERSONAL INCLINATION TOWARDS MUSIC ILM LITERATUE
us to understand life better.

How do these areas of scholarship combine in your own work and how do you
see their connection in general? | mean, a lot of researchers of intermedial topics
have a basic training in the theory of literature or in media studies, so, how do
you think this has shaped the state of the art in intermediality studies?

Things are slowly changing, no doubt, but intermediality studies today
— at least the research that itself uses the label ‘intermediality’ — is strongly
dominated by investigations of various art forms and artistic phenomena,
perhaps particularly in relation to new digital techniques. Furthermore, the
legacy of literary and linguistic theory, including Saussurean semiology, is
still strong. Too strong. Although literary and linguistic theory, again including
Saussure, has meant very much for the development of what is today known
as intermedial studies, and still has a lot to offer, of course, | think that it,
in the end, must be, if not abandoned, thoroughly adapted to a broad media
perspective. In spite of the immense importance of language — understood as
systems of habitual signs, symbols — and in spite of the impressive theoretical
developments during the last century or so, communication in general cannot
be subsumed under language — and, hence, the study of intermediality cannot
really be theorized in terms of linguistic or literary theory (with the exception of,
naturally, those parts of linguistic and literary theory that are already inherently
transmedial, valid for all forms of media).

So, in a way, linguistic and literary theory has also been harmful for a sound
development of intermediality studies and, for a long time, semiotics and
structuralism (developments of Saussurean semiology) had, rightfully, a bad
reputation for trying to force grammar and other linguistic structures on all
forms of communication. | think this is also why my own initial steps towards
INTERMEDIALITY PARTLY FAILED ) COULD IND NO WAYS O
TOOLS IN A WAY THAT ITTED MY LIVED EXPERIENCE OF V/
started to mature intellectually, and, simultaneously, slowly started to better
understand Charles Sanders Peirce’s semiotics, | saw other ways of thinking
about media interrelations; it was about integrating language in communication
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in general rather than the other way round. | also got a little bit impatient with the

traditional ways of thinking about “word and image,” “word and music” or just

about anything as long as “word” was part of the parcel — a scholarly tradition

that obviously has its roots in the predominance of literature researchers in the

interart tradition. | guess this means that, no, | do not think my scholarship can

any longer be characterized as focused on literature, for instance, although | quite

OFTEN USE THIS AND RELATED AREAS AS RESOURCES FOR
| have been trained in them. Analysing literature does not necessarily imply that

one uses literary or linguistic theories!

How do you evaluate the state of the art in the area that we can consider
“intermediality studies” today? What do you see as the major challenge that
researchers of intermediality have to face today? Do these challenges come from
the “outside,” i.e. from the new and complex media phenomena that we encounter
today in the digital age, the new theories that have emerged dealing with media
RELATIONS OR DO THEY COME FROM THE hINSIDE v I E FR
EMPLOYED BY RESEARCHES AND THE QUALITY OF RESEARC

| think the main challenges come from the inside. Although today’s complex
media phenomena deserve a lot of attention, of course, they cannot be seen
in isolation from all those other complex media phenomena that we have
always had around us and that have always seemed to be new. In my view,
intermediality studies should strive for an integrated understanding of dissimilar
forms of communication — synchronically and diachronically. Today’s advanced
digital technologies for communication exist side by side and very much joined
with analogue technologies and purely bodily-based communication that have
been with us for a very long time indeed. The theories and methodologies of
INTERMEDIALITY SHOULD REmMECT THESE DEEP CONNECTION
in separate tracks. For instance, the divide between art forms and other forms of
communication still makes many intermedial studies look like interart research
in disguise. While there is absolutely nothing wrong with interart as such, the
shift to the broader notion of intermediality still holds many promises that have
SCARCELY AT ALL BEEN FULILLED 4HIS IS PARTLY BECAUSI
transgress the borders between established research traditions. Nevertheless,
| think that intermediality will eventually become marginalized if we do not
BROADEN THE RELEVANCE OF THE IELD WE SIMPLY HAVE
IELD OF COMMUNICATION STUDIES
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Do you see intermediality as an established research area with important
results, or something that still has to assert itself against other approaches of
STUDYING CONTEMPORARY MEDIA PHENOMENA )N WHAT
and productivity of the notion of intermediality today?

JNTERMEDIALITY IS A RESEARCH IELD WITH FUZZY EDGE
issues that are very much intermedial, understood as dealing with interrelations
among various media forms, without really being aware of the existence of such
A RESEARCH IELD .OW AND THEN INTERMEDIALITY n EI
concepts that it refers to — is reinvented by people who become interested in the
perspective of comparing media forms. This is a good thing, because it shows that
core questions of intermediality are relevant also for researchers who have not come
ACROSS THE IELD AS SUCH ) THINK THAT REMEDIATION
archaeology are concepts, or even research traditions, that are complementary and,
LARGELY ALTHOUGH PERHAPS NOT IN ALL THEIR DETAILS
The way | see it, intermediality research is actually (or should be) much larger
than the sum of those publications that overtly use terms such as intermediality or
transmediality. Taking a look at the references in my own publications, for instance,
one soon discovers that only a minority of them are explicitly intermedial. But |
am perhaps not a very typical intermediality scholar. In my view, the potential
strength of intermedial perspectives is in always starting with a wide-ranging
OUTLOOK WHICH MAKES IT MUCH EASIER TO GENERALIZE
connections to issues and research problems that are beyond one’s own expertise.
Without an intermedial perspective, researchers of human communication run the
risk of not being able to communicate with each other ...

4HE MOST SPECIIC TRULY INTERMEDIAL RESEARCH QUE
with, and will continue to investigate, is how cognitive import is necessarily
transformed (enhanced or corrupted) when transferred among dissimilar media
types. This is an immensely complex and, also, very important question that no
doubt requires a profoundly intermedial conceptual framework. Whereas this
QUESTION IS SPECIIC BECAUSE IT IS EASY TO SUCCINCT
time, overwhelmingly general because of its broad applicability. It, thus, requires
empirical approaches that should be selected from different communicative areas
where, also, more particular questions and problems can be formulated.

-UCH OF YOUR RESEARCH WORK FOCUSES ON THE INE 1
DEINITIONS OF CATEGORIES AND OPERATIONS INVOLVED
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Why do you consider this a priority? In your book, you criticise Bolter and

Grusin’s notion of remediation as something that is inspiring but “severely lacks

in-depth theoretical discussions” and is “acutely vague” (2014, 7). Do you think

the same is true for other notions that we use in media studies today? Which

are the areas regarding media phenomena where you think that scholars should

WORK ON FURTHER CLARIICATIONS AND IN DEPTH THEORET

Whereas | do not think my critique of Bolter and Grusin is wholly unjust, it is
perhaps a bit presumptuous and unnecessary. Sometimes, one has to demarcate
certain differences to make one’s own contributions more visible, however,
AND IT WOULD HAVE BEEN IMPOSSIBLE TO SIMPLY IGNORE
remediation. But, perhaps, our ways of thinking about intermedial relations
ARE SO BLATANTLY DIFFERENT THAT MY PIGHEADED CRIT
| think there may be great value in research that opens doors and windows
for us to discover interesting territories — even if its concepts are a bit vague.
7THEN A RESEARCH I|IELD IS UNDER DEVELOPMENT ONE FL
everything to fall into place immediately. I, therefore, refrain here from listing
other vague notions. In the end, it is rather easy and not always very fruitful to
point to conceptual vagueness if one does not, at the same time, offer clearly
better solutions. In-depth discussions of concepts also require a common view on
why and how the concepts are expected to be used.

Finally, however, research is about producing new knowledge, and that cannot
BE ACHIEVED WITHOUT INE TUNED CONCEPTS ORODUCING
humanities is very much about making it possible to see things clearer, making
THE MENTAL IMAGE MORE INE GRAINED n AND WITHOUT |
differences between and interrelations among, so to speak, conceptual forms,
colours and textures of mental images cannot be properly discerned. A good
concept should be both very concrete and very abstract: concrete in the respect
THAT IT IS PROPERLY AND IN SOME DETAIL DEINED IN RELA
AND ABSTRACT IN THE SENSE THAT IS APPLICABLE TO MOR
investigation. Fine-tuned concepts can be used for forming conceptual models
that make it possible to chart complex occurrences and, perhaps, even to discover
OR PREDICT THE EXISTENCE OF HITHERTO UNKNOWN PHEN
concepts is, furthermore, likely to lead to fruitless scholarly debates fuelled by
basic misunderstandings of positions and arguments.
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Studying intermediality as a theoretical investigation in your work owes a great
deal to semiotics and so-called multimodal studies. In terms of theory, do you see
other approaches that may open up new paths in researching intermediality in
the future?

Having in-depth theoretical discussions and trying to clarify things is, no
doubt, an eternally ongoing process. It is an unavoidable and vital feature of all
RESEARCH !S YOU MENTION ) HAVE PROITED FROM RES
and multimodality, which provide useful theoretical models to wrestle with, and,
IN THE FUTURE INTERMEDIAL STUDIES MIGHT PERHAPS
SCIENCE IF WE CAN IND WAYS OF ACTUALLY COLLABORA
cognition works is central for how we use various media forms.

2ELATED TO THE PREVIOUS QUESTION WHAT DO YOU 7
topics or areas which should be approached from the points of view articulated
in the scholarship on intermediality? What are the key issues to be tackled by
intermediality studies today?

Because of its broad scope, as | envision it, intermedial research can be used
for so many issues that | really cannot survey all. One truly important area,
however, is to develop our understanding of truthfulness in communication.
Communication always somehow puts us in contact with what we perceive to be
realities in the world, but dissimilar media types may do that in rather different
ways that complement and interact with each other. | believe that an intermedial
perspective is essential for a nuanced conception of truthful communication — a
huge challenge!

IND ALSO TO POSE THE QUESTION FROM A DIFFERENT
the notion of intermediality to ever-new areas of research (and, thus, keep up
with the evolution of new media in the digital age), or should we leave it behind
and try to elaborate other, new concepts instead? In short, how do you see the
future of intermediality studies?

When | was a Ph.D. student in comparative literature in the years around 1990,
we were just about to leave a paradigm behind us saying that you can only study
authors that are dead or, at least, very old. Nowadays, most young researchers in
the humanities study contemporary, rather than historic, phenomena. | think we
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will always need both perspectives, and, additionally, research that tries to bridge

OVER SUCH DIFFERENCES -Y VISION IS A IELD OF STUDY Tl
new ways of communicating and, hence, never falls out of fashion, so to speak.

This means creating theories that are abstract and robust enough to withstand all

kinds of changes in the world and in our ways of investigating it, and that, at the

same time, incorporate concepts that, as such, are adaptable to ever newly emerging
communicative phenomena. In my generation of literary scholars, it was for some

time a deadly sin, and a safe way to ridicule and dishonour, to use terms such as

“universal,” but | am convinced that there are vital phenomena in the study of

media that will completely escape us unless we are ready to recognize that some

things are, at least, much more universal than others. | am primarily thinking about

vital cognitive abilities that have been developed for hundreds of thousands of years

and that are shared by all people from all cultures; cognitive abilities that cannot

be overlooked if media interrelations are to be understood. While isolating such
hUNIVERSALSV IS PERHAPS AS DIFICULT AS ISOLATING hCl
them means to cripple one’s understanding of basic communicative capacities.

) HAVE INCREASINGLY COME TO UNDERSmedniDy MY |IELD
RESEARCH IELD THAT BASICALLY COVERS THE AREA OF HU
an emphasis on the intermediate entities between what | call “producer’s mind”

AND hPERCEIVER S MIND v THE MEDIA PRODUCTS /NLY WH
developed can we properly conceptualize interrelations within one and the same

media type — intramediality — and interrelations among dissimilar media types

— intermediality. Conceptualized on such a high level of abstraction, | think that

yes, we both can and should apply notions such as communication, mediality,

intramediality and intermediality to ever-new areas of research.

You are the founding member and the leader of the International Society for
Intermedial Studies. What can you tell me about the history of this organization,
its main goals and range of activities?

In 1995, Professor Ulla-Britta Lagerroth arranged the highly international and
very successful conference Interart Studies: New Perspectives at Lund University,
Sweden. | was one of the members of the conference committee, and it was during
this conference that the initiative to form the Nordic Society for Interart Studies
(NorSIS) was taken. After that, the society arranged several conferences and, ten
years later, in 2005, | myself arranged a NorSIS conference at Linnaeus University
(in Vaxjo, Sweden). For some reason, the work of the board then stagnated and no
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new NorSIS conferences were announced. |, therefore, offered myself to arrange
yet another conference in 2007 to keep the pace up, and | was by then also elected
as the new chair of the board. At the General Assembly that same yeatr, the society’s
name was changed to Nordic Society for Intermedial Studies (still abbreviated as
.OR3)3 BECAUSE OF THE BROADENING OF THE IELD THA"
NorSIS conferences were already profoundly international events, so all involved
found it natural to, once again, in 2011, change the name of the society, this time to
International Society for Intermedial Studies (ISIS). Since then, ISIS conferences
have been organized in Romania, the Netherlands and Canada. This year, 2018,
we will be in China, and, after that, it is back to Europe and France.
Although we have had many ideas about how the society could work, it has, in
effect, mainly been a tool for arranging conferences and supporting networking.
| have always wanted to keep it as simple as possible, which means that we have
no membership fees and a minimum of administration. There is a basic website
AND ALSO REGULAR EMAIL NOTIICATIONS OF CALLS FOF
members. In line with this straightforwardness, our statutes simply say that
“intermedial studies focuses on interrelationships between art forms and media.
These relations are viewed in a general cultural context and apply to art forms in
the broadest sense. [...] The aim of the Society is to promote intermedial research
and postgraduate education by means of conferences, seminars and projects.”

Lars Ellestrom at the Rethinking Intermediality in the Digital Age conference in
Cluj-Napoca, in 2013.
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There have been renewed suggestions that the Society should change its name,
or, at least, its acronym, because of the unfortunate coincidence with the name of a
well-known terrorist organization, but you have been one of the staunch supporters
of keeping the name and abbreviation as it is, arguing that we expect people to be
able to separate the areas of politics and science (even if, perhaps, search engines
may confuse them in the realm of the internet). | am not interested in renewing
the discussions around this, but | am interested in your views regarding the
connection between intermediality and politics in general. In an article published
I'N *ENS 3CHRUTER DISCUSSED HOW INTERMEDIAL TECH
both dismissed as manifestations of the “capitulation to the society of spectacle”
(in the view of Rosalind Krauss), and praised as a revolt against the idea of pure
MEDIA REmMECTING THE CAPITALIST DIVISION OF LABOUR
By identifying such connections between thinking about media and politico-
economic aspects of society, he contends, we can speak of a political dimension of
intermediality. Do you see this dimension as something relevant?

ICCORDING TO MY VIEW INTERMEDIALITY IS IRST OF ALL
Virtually all forms of communication can be scrutinized and discussed in terms
OF MULTIMODALITY AND INTERMEDIALITY WITH SOME PROIT
communicative phenomena are probably in more dire need of an intermedial
approach. From this line of reasoning follows that an intermedial perspective can
and perhaps even should be applied to also all those forms of communication that
are political or have political implications. Intermedial analysis must certainly
be able to be integrated with other research perspectives. However, | do not
think there is a political dimension of the intermedial perspective as such. The
example of Krauss's and Higgins’s different positions can probably be explained
by a closer look at their own norms and what kind of artistic communication they
refer to, more precisely. What | mean is that political perspectives and values
are parts of a communicative reality that intermedial research can certainly
embrace. Although the intermedial research perspective is not political as such
(research should provide knowledge, not values), it may certainly be helpful for
understanding political issues. | am convinced that, for instance, transgression
of conventional media borders can have all kinds of very different political
functions that can be highlighted through intermedial analysis.

The Society has recently launched its collaborative online platform ( http://
isis.digitaltextualities.ca/ ). What is the main goal of setting up such a platform?
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In what way will this platform develop? What will be the impact of this platform
in the research community, in your view?

The primary goal is to facilitate communication among researchers interested
in intermediality. Right now, the platform is under development, but, hopefully,
it will be easy to advertise all kinds of events and projects. It will also be possible
to engage in debates and discussions of one’s own choice. The amount of possible
happenings will depend entirely on the activities of the members, who will also
be able to post information about themselves and their publications. The platform
will additionally work as a more ordinary website, providing basic information
about the society. It is really an experiment to see if there is a demand for such a
platform or not; if people will engage properly, it will hopefully lead to more and
better research cooperation on an international level.

There are several ongoing research projects connected to the Centre for
Intermedial and Multimodal Studies at Linnaeus University. What can you tell
me about these? And what are you working on at the moment?

The projects at IMS, consisting of around 25 researchers, are too many to be
discussed in detail here. As indicated, we strive towards combining and partly
integrating the research traditions of multimodality and intermediality. The
group consists of scholars from subjects such as media and communication,
COMPARATIVE LITERATURE MUSICOLOGY ILM STUDIES
WORKING WITH COLLABORATIVE AS WELL AS INDIVIDUA
four very general, overarching perspectives: meaning, interaction, learning and
narration. Apart from more theoretical work and a diversity of smaller projects,
we have collaborative research projects on empirical areas such as teaching
science, news in emerging media forms, narration in criminal trials and aesthetic
narratives of the Anthropocene.
IT THE MOMENT | E !PRIL ) AM INISHING A SMALL
transmedial narration that will, hopefully, be published before the end of the year.
As one might guess, it will be highly theoretical on a rather abstract level, which is
necessary if one wants to embrace all possible kinds of media. | will actually even
include some pages on narration in mathematical equations here! As usual, | often
FEEL VERY ENTHUSIASTIC AND CONVINCED WHILE WRITIN
and sceptical when reviewing my drafts ... | presume that is quite common. As
all of my publications from the last ten years are parts of a conscious strategy, |
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will, sometime before | retire, in ten years or so, try to put together a major work
including the most important results of my research on mediality.

The International Society for Intermedial Studies connects researchers
from all over the world. Do you think that the scholarship on intermediality,
WHICH DEALS WITH MUTUAL INmMUENCES n hBORDER CROS
interdisciplinary methodologies, can be seen as something so abstract that it
transcends cultural boundaries? Or do you think that our approaches are more or
less determined by the cultures we live in or come from? What are your personal
experiences about the relevance and productivity of this cultural dimension in
researches on intermediality?

) AM VERY HAPPY ABOUT HOW EASY IT HAS BEEN TO IND
North America and Asia who are willing to organize our ISIS conferences. | think
it is really important to spread the activities over the continents, even though |
am acutely aware of the fact that many researchers do not have the possibility
to travel extensively. The alternative would be to simply stay in Europe and,
hence, indirectly exclude those who do not stand a chance of coming here. It
is also a great opportunity to be able to create a truly international research
environment at my home university. IMS, or the Linnaeus University Centre
for Intermedial and Multimodal Studies, as the full name reads, has a spine of
researchers with permanent tenure and more than a third of us have our roots
outside of Sweden. A great majority of our (not so many) Ph.D. students come
from abroad (Brazil, Denmark and Iran). This year we will, additionally, have
IVE OR MORE INTERNATIONAL POSTDOCS ) GET INTO SOME
a bit proud over how things have developed. The strong internationalization of
the research centre has also meant a lot for my own development. Not wanting
to exclude anyone, my personal international contacts (if one thinks in terms of
several invitations, followed by various forms of interactions and collaborations)
are especially developed in Denmark, Germany, England, Czechia, Romania and,
not the least, Brazil. So, yes, | am more than convinced that intermedial research
transcends cultural boundaries!

In order to answer your question in a more nuanced way and from a slightly
different angle, however, | must recall my distinction between basic media types
AND QUALIIED MEDIA TYPES 3OMETIMES WE MAINLY PAY A
features of media products and classify them according to their most salient
material, spatiotemporal, sensorial and semiotic properties. We think, for instance,
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IN TERMS OF STILL IMAGES MOST OFTEN UNDERSTOOD A
mainly iconic media products). This is what | call a basic medium (a basic type of
MEDIA PRODUCTS AND IT IS RELATIVELY STABLE (OWEV
SOMETIMES NOT ENOUGH TO CAPTURE MORE SPECIIC MEDI
DEINITION OF THE MEDIA TYPE IN QUESTION AND ADD CRI
media modalities: we also include all kinds of aspects of how the media products
are produced, used and evaluated in the world; how they are situated in geography,
history and culture. We may want to delimit the focus to still images that are,
say, handmade by very young persons — children’s drawings. This is what | call a
QUALIIED MEDIUM A QUALIIED TYPE OF MEDIA PRODUCT
basic medium of still image simply because the added criteria are optional, vaguer
and more culture-dependent than those captured by the basic media modalities.

So, thinking about interrelations among the communicative phenomena
that we perceive and study, there are, broadly speaking, two kinds of media
interrelations. On the one hand, there are relations among basic media types —
such as still images and written verbal (symbolic) texts; this can be understood
as intermediality in a narrow sense, which is less culture-dependent and more
UNIVERSAL /N THE OTHER HAND THERE ARE RELATIONS
such as children’s drawings and restaurant menus; this is, then, intermediality
in a broad sense, which is more culture-dependent and less universal simply
BECAUSE QUALIIED MEDIA TYPES ARE MUCH LESS STABLE
the analytical perspective of intermediality in a narrow sense (among basic media)
is globally useful, the perceived phenomena of intermedial relations in a broad
SENSE AMONG QUALIIED MEDIA MAY VARY A LOT THROUC
For instance, what appears to be a perfectly normal way of speaking in one
context may be perceived as an intermedial mixture of speech and song in another
context. Hence, the cultural aspect is often crucial and can hardly be avoided in
intermedial studies, even though it does not provide answers to all our questions.

Furthermore, do you think that it is by sheer accident that the idea of founding
an international society for intermedial studies came from Scandinavia, where
it started its activity under the name of Nordic Society for Interart Studies? Is
there a tradition in Nordic countries that steered scholars in this area towards
the study of intermediality?

| can only speculate. Much interart theory was initially developed by literary
scholars. Sweden and our neighbour countries had a strong tradition of concrete



“A Good Concept Should Be both Very Concrete and Very Abstract.” 209

poetry from the 1950s and onwards, which directed many researchers towards
THINKING ABOUT THE RELATION BETWEEN LITERATURE AND
types during a period when the development of literary theory exploded — let

us say, from the 1970s and onwards. Also, in Brazil, concrete poetry was strong

and gained an international reputation, so one might presume that it became

important for their literary scholars to be able to cope with the phenomenon

properly — hence, the strong Brazilian interest in intermediality today. Perhaps

many factors like these together can provide some sort of explication.

$O YOU IND THAT RESEARCH CENTRES OR SCHOLARS A
BRING DIVERSITY TO THE IELD )S THERE A DIFFERENT APP
or topics in Scandinavia, Germany, Brazil or Canada, for example? Or do you
think that the real “fault lines” (if there are any) are not drawn by cultural
DIFFERENCES BUT BY THE DIVERSITY IN THE THEORETICAL
semiotics, post-structuralist philosophies, cultural studies, cognitivism, media
phenomenology, etc.)?

) LEAN TOWARDS YOUR LATTER SUGGESTION THE DIVERS
also, very much within nations, regions and cultures. Although | very much feel at
home academically in Scandinavia, | may sometimes feel more deeply connected
to researchers that | meet in, say, Estonia, Czechia, Ukraine, the Netherlands
or Brazil. If there is a Scandinavian school of intermedial studies, it should,
perhaps, be described by someone from the outside! | do not think much in those
terms myself. But language differences do matter, of course, so intermediality
in French-speaking countries is often not really the same as intermediality in
German-speaking countries because of different intellectual traditions carried by
the respective languages.

References

Ellestrom, Lars. 2002. Divine Madness: On Interpreting Literature, Music, and the
Visual Arts Ironically. Lewisburg, PA: Bucknell University Press.

Ellestrom, Lars, ed. 2010. Media Borders, Multimodality and Intermediality
Houndmills: Palgrave Macmillan.

Ellestrém, Lars.2014. Media Transformation: The Transfer of Media Characteristics
Among Media . Houndmills: Palgrave Macmillan.



210 Interview with Lars Ellestrom

Ellestrom, Lars. 2014. Material and Mental Representation: Peirce Adapted to
the Study of Media and Arts. American Journal of Semiotics vol. 30, no. 1-2:
83-138.

Ellestrom, Lars. 2017. Bridging the Gap Between Image and Metaphor Through
Cross-Modal Iconicity: An Interdisciplinary Model . In Dimensions of Iconicity
eds. Angelika Zirker, Matthias Bauer, Olga Fischer and Christina Ljungberg,
167-190. Amsterdam: John Benjamins Publishing Company.

Ellestrom, Lars. A Medium-Centered Model of Communication, Semiotica
(forthcoming).

Ellestrom, Lars. Coherence and Truthfulness in Communication:
Intracommunicational and Extracommunicational Indexicality
(forthcoming).

Schroéter, Jens. 2010. The Politics of Intermediality. Acta Universitatis Sapientiae:
Film and Media Studies vol. 2: 107-124. http://www.acta.sapientia.ro/acta-
ILM # ILM .R&Faccessed 01. 03. 2018.

, Semiotica



AcTa UNIv. SAPIENTIAE , FiLm AND MEDIA STupiES, 15 (2018) 211-228

DOI: 10.1515/ausfm-2018-0012

“The Use of Other Media within Film as a

Passage to Material Reality.”
Interview with Lacia Nagib

BY @ GNES'OETHP

Lucia Nagib as a keynote speaker at The Real and the Intermedial
Conference in Cluj-Napoca, in 2015.

In the brochure of the international conference, The Moving Form of Film:
Exploring Intermediality as a Historiographic Method, that you organized in
November 2017, at the University of Reading, UK, we can read the following bio-
bibliographical note about you: “Lucia Nagib is Professor of Film and Director
of the Centre for Film Aesthetics and Cultures at the University of Reading. Her

1 This interview was made within the framework of the Exploratory Research Project, Rethinking
Intermediality in Contemporary Cinema: Changing Forms of In-Betweenness , PN-III-ID-
PCE-2016-0418, funded by a grant of the UEFISCDI (Executive Unit for Financing Higher
Education, Research, Development and Innovation), Romania.
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research has focused, among other subjects, on polycentric approaches to world
cinema, new waves and new cinemas, cinematic realism and intermediality. She
is the author of World Cinema and the Ethics of Realism (Bloomsbury, 2011),
Brazil on Screen: Cinema Novo, New Cinema, Utopia (I.B. Tauris, 2007), The
Brazilian Film Revival: Interviews with 90 Filmmakers of the 90s (Editora 34,
2002), Born of the Ashes: The Auteur and the Individual in Oshima’s Films
(Edusp, 1995), Around the Japanese Nouvelle Vague (Editora da Unicamp, 1993)
and Werner Herzog: Film as Reality (Estacao Liberdade, 1991). She is the editor
of Impure Cinema: Intermedial and Intercultural Approaches to Film (with Anne
Jerslev, |.B. Tauris, 2013), Theorizing World Cinema (with Chris Perriam and
Rajinder Dudrah, I. B. Tauris, 2011) , Realism and the Audiovisual Media (with
Cecilia Mello, Palgrave Macmillan, 2009), The New Brazilian Cinema (I.B. Tauris,
2003), Master Mizoguchi (Navegar, 1990) and Ozu (Marco Zero, 1990).” This is a
summary of an impressive research output, but what is even more intriguing for
me, is that also, somewhere in-between the lines, there is a personal journey from
Brazil to the UK (accompanied by a language shift from writing in Portuguese to
writing in English), and an intellectual journey from a “polycentric approach” to
WORLD CINEMA TO AN INTERMEDIAL APPROACH TO ILM

#AN YOU TELL ME IRST A LITTLE MORE ABOUT THE PER
What were the major “ports of call” in your life, before and after you came to the
UK and how did they shape you? Is research also a kind of personal journey?

,ET ME START WITH AN ANECDOTE -Y IRST DEGREE WA
| realized | had no inclination to that subject. Instead, in my second year at the
university | started to work at a literary magazine in S&o Paulo, called Escrita.
The way | was hired at that place is hilarious. Sdo Paulo was going, in the 1970s,
through a poetry boom, led by self-published poets who distributed their work in
mimeographed booklets, and Escrita was a forum for all these young literati. | had
been writing poems and songs since | was 12, and at 19 | had completed a book of
poems. So one day | sneaked into Escrita’s headquarters, dropped my manuscript
on a desk and ran away. A week or so later | received a call from the magazine’s
editor-in-chief inviting me for an interview! | was beyond myself with excitement,
but when | met him, he started to leaf through my poems, read out one or the other
and laugh out loud! You can imagine my humiliation, but he then concluded:
“Look, forget about poetry. But you can write. Would you like to work for me?” So
that's how my literary ambitions were cut short and my career in literary criticism
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started. They say that critics are frustrated artists, and there might be some truth

INIT 7THATEVER THE CASE THIS WAS A MAJOR EVENT IN M

career. Given the poverty of that small press, | was one of the only three workers

there, and the editor would give me simply everything to do, from posting letters

to writing reviews of big names. Because | knew a bit of French, | was even given

the translation into Portuguese of Charles Baudelaire’'s An Opium Eater, a piece

he wrote on Thomas de Quincey’s Confessions of an Opium Eater. To my horror,

this translation is still circulating in Brazil to this day, with all the errors and

MISUNDERSTANDINGS INTRODUCED BY A mMEDGLING YEAR
ILL THIS TO SAY THAT MY INITIAL SUBJECT WAS INDEED |

IT WAS IN FACT LITERATURE THAT LED ME TO ILM )N THE

MILITARY DICTATORSHIP THERE WERE SOME SANCTUARIE

to show without prior censorship. The Goethe-Institut was one of these places,

safeguarded by diplomatic immunity. That period also marked the peak of the New

German Cinema, and in the premises of the Goethe-Institut, in S&o Paulo, we could

regularly watch, fresh from the oven, the latest masterpieces of Alexander Kluge,

Edgar Reitz, Werner Herzog, Margarette von Trotta, Rainer Werner Fasshinder, Wim

Wenders, and some others who are lesser known today, such as Peter Schamoni,

Herbert Achternbusch, Werner Schroeter, Rosa von Praunheim etc., all in the 16mm-

copies distributed by Inter Nationes for educational purposes. | was particularly

RIVETED BY THE ILMS OF TERNER (ERZOG AND WATCHED TH

of becoming completely familiar with their casts, crews and contexts. However,

the decisive work, which actually changed my life, was the book ~ Of Walking in Ice

(Vom Gehen im Eis), a travelogue Herzog wrote while walking continuously nearly

a thousand kilometres, in the winter, from Munich to Paris, breaking into leisure

houses at night or simply sleeping rough. The motive of this pilgrimage was the

HOPE THAT ,OTTE %ISNER THE GREAT 'ERMAN ILM HISTORI,

of Paris, would be healed from her life-threatening heart condition once he arrived

there. This heroic and semi-religious kind of prowess would perhaps not attract

me so much today, but it fascinated me so much at the time that | decided to

LEARN "'ERMAN IN ORDER TO BE ABLE TO READ THE ORIGIN,

in French. Two years later | translated it into Portuguese and published it with

a prestigious press. | then went on to translate Lotte Eisner’s foundational  The

Haunted Screen AS WELL AS OTHER ILM BOOKS FROM "ERMANY AN
It was my Herzog fascination that led me to start a postgraduate degree in

ILM STUDIES -ASTER S DEGREES WERE VERY LONG IN "RAZ

AND ) WAS LUCKY TO BE ACCEPTED BY "RAZIL S LEADING
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who supervised my MA dissertation titted ~ Werner Herzog: Film as Reality, which

WAS THEN PUBLISHED AS MY IRST SINGLE AUTHORED BOC
undertook many research trips to Germany, funded by the DAAD and the Goethe-
JNSTITUT INTERVIEWED MANY ILMMAKERS INCLUDING (E
of the last interviews with Lotte Eisner, in 1982, before she died in 1983, all of

which were published in the Brazilian daily newspaper Folha de S. Paulo, to
WHICH ) CONTRIBUTED AS A ILM AND ART CRITIC FOR C
JN HINDSIGHT THEN ) COULD PERHAPS SAY THAT ILM WAS
me, as my cinephilia had a straight relation with the written word.

Already during the development of my MA dissertation my interests started to

divert. It was again a foreign institution, this time the Japan Foundation, which

CAUSED THE NEXT SIGNIICANT TURN IN MY CAREER BY
of Nagisa Oshima. Brazil, and in particular the state of S&o Paulo, concentrate

the largest Japanese population outside Japan, so Japanese arts and cultures are

very familiar to us, paulistas. *APANESE ILMS WERE DISTRIBUTED
outlets of the major Japanese studios in S&o Paulo, so | had seen a number of

them before the life-changing impact of watching a full retrospective of Oshima’s

ILMS ORGANIZED BY THE *APAN &OUNDATION IN IGA
accepted to supervise my PhD research on Oshima, and soon after, | was awarded

a Japan Foundation grant to spend a year in Japan, between 1991-92, conducting

research for my thesis. | was so privileged to count, during this period, with the

generous support of Oshima himself, who gave me numerous interviews, invited

me to private screenings, granted me access to all his TV documentaries and
introduced me to some of his key collaborators. My year in Japan is one of the most
memorable in my life. | was blessed with the opportunity to meet and interview

the great composer Toru Takemitsu, the actor and director Takeshi Kitano and

several other celebrated actors. In subsequent funded visits, | interviewed seven

key directors of the Japanese nouvelle vague generation: Masahiro Shinoda, Kiju

Yoshida, Seijun Suzuki, Susumu Hani, Hiroshi Teshigahara and Shohei Imamura,

as well as Nagisa Oshima. These prolonged visits gave me the opportunity to

immerse myself completely into the Japanese culture, resulting in two books:

my PhD thesis turned into a single-authored book on Oshima, titted = Born of the

Ashes: Authorship and Subjectivity in Oshima’s Films  (Nascido das cinzas: autor

E SUJEITO NOS |ILME®RID) EnNdADUNIAhe Japanese Nouvelle Vague

(Em torno da nouvelle vague japonesa , 1993), with a foreword by Oshima himself,

though prior to that | had already published two edited books on Japanese cinema,

Ozu (1990) and Master Mizoguchi (Mestre Mizoguchi , 1990).
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Herzog and Oshima may sound like completely disparate subjects, but what
connected them for me was the fact that they consistently worked on the borderline
between art and real life. Herzog famously commits crews and casts, as well as
HIMSELF TO THE PHYSICAL ACCOMPLISHMENT OF THE ACT:
in hostile environments such as deserts and jungles. As for Oshima, the physical
encounter with the real takes place on a transgressive, sexual plane, resulting
in unigue erotic masterpieces such as In the Realm of the Senses (Ai no korida ,

1976). Both in Herzog and Oshima, | identify an ethical commitment to the event
OF TRUTH AS DESCRIBED BY "ADIOU THROUGH WHICH Tt&F
aimed at entailing personal, social and political change.

As for Brazilian cinema, it only became meaningful in my life once the military
DICTATORSHIP HAD ENDED AND ILMMAKERS WERE AGAIN A
FREELY IN THEIR ILMS 4HE MID S GAVE RISE TO THE SO
#INEMA A BOOM OF FASCINATING ILMS WHICH ) FELT AN
record, resulting in two books: The Revival of Brazilian Cinema (O cinema da
retomada CONTAINING INTERVIEWS AND ANALYSES OF THE V
the 1990s, conducted by me and a group of postgraduate researchers under my
supervision. This was followed by my single-authored  Brazil on Screen: Cinema
Novo, New Cinema, Utopia, IRST PUBLISHED IN "RAZAWtdgiaTdd THE TIT
cinema brasileiro: matrizes, nostalgia, distopia.

During these developments, my interests wandered a lot. The question of
realism is inherent in most new cinemas since neorealism, so new cinemas (from
France, Japan, Germany and the Brazilian Cinema Novo) were all the object of my
interest, and there was a period between 1994-96, when | travelled to India and to
sub-Saharan Africa, and wrote several pieces about the cinema of these regions.

$O YOU CONSIDER YOURSELF MORE OF A ILM HISTORIA
CINEMA A THEORIST WELL VERSED IN PHILOSOPHIES OF IL
intermediality, or a combination of all these?

My polycentric approach to (world) cinema proposes, in a way, a new method
IN ILM HISTORY AND GEOGRAPHY "EING OPEN TO A MULT
MADE ME UNDERSTAND THE FUTILITY OF TRYING TO ORGANI
chronologies or evolutionary schemes. West African cinema, due to processes of
colonialism, is usually considered a late bloomer in cinematic terms, but only if
you don't take into account their ancient oral literature traditions that include
live performances, music, sculpted masks, costumes and body art, as well as a
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considerable amount of proto-cinematic illusionism. As Alexander Kluge has once
stated, “cinema has existed for over ten thousand years in the minds of human
beings” in the form of “associative currents, daydreams, sensual experiences and
streams of consciousness. The technical discovery only made it reproducible”
(1975, 208). We also know that our ancestors drew dynamic pictures of animals on
the walls of caves, which they animated with the help of torches in their magical
or religious rituals. Plato’s cave is a foundational philosophical formulation of
the existence of cinema before its technological invention. All this to say that,
yes, | have an interest in the history of cinema, but only if it can be told from a
non-linear, non-evolutionary perspective. One way of organizing this history, as
| propose in my paper 40WARDS A OOSITIVE $EINITIO((R0@Y is7 ORLD
through comparable creative peaks across history and geography.
JN TERMS OF ILM THEORY MY POSITIVE DEINITION OF WC
considerable repercussion. World cinema was not a concept for me before | moved
to the United Kingdom — in Brazil and other non-anglophone countries we simply
refer to “cinema,” rather than “world cinema.” But then in the UK | understood
that “cinema” meant Hollywood, or the mainstream associated with it, and all the
REST WAS REFERRED TO AS hWORLD CINEMA v 4HIS NEGA
unhelpful for the understanding of the rich variety of cinemas produced around
the world. Thus, drawing on Robert Stam and Ella Shohat’s deconstruction of
Eurocentrism (1994), | formulated a polycentric approach to world cinema with a
VIEW TO DEINING THEIR SINGULARITIES BUT ALSO THEIR
space. It's a short piece, published in the book Remapping World Cinema, edited by
Song Hwee Lim and Stephanie Dennison, but it attracted a lot of attention. Many
scholars around the world wrote and still write to me to say how empowered they
felt by reading it. | then expanded on this idea in some of my other books, notably
the edited collection Theorizing World Cinema (2011) and my single-authored
book World Cinema and the Ethics of Realism (2011).
The latter undertakes to develop my understanding of “realism” in the
cinema, a term which is often utilized without any scholarly rigour, and can
encompass from Hollywood’s narrative illusionism to Bazin's ontology of the
PHOTOGRAPHIC IMAGE -Y BOOK DEINES A NUMBER OF P
including physical realism, the realism of the medium and conceptual realism.
In another book | co-edited with Cecilia Mello, Realism and the Audiovisual
Media (2009), ) PROVIDE A BREAKDOWN OF ILM S POSSIBLE F
including indexical, mimetic, representational, phenomenological, documentary
ETC WHICH ) IND USEFUL IN THE CLASSROOM RgHlisMY CUF
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Cinema as World Cinema, | am working on the idea of realism as mode of
production, rather than address and reception.

.OW ABOUT THE INTELLECTUAL JOURNEY THAT LEAD YOU 7T
WHEN AND WHY DID YOU IRST GET INTERESTED IN QUESTI
INTERMEDIA PHENOMENA 7AS THERE ANY SPECIIC THEOR
personal experience that steered you towards theorizing intermediality alongside
your other major interests? And how did this interest unfold from the key issues
THAT YOU ADDRESSED IN YOUR IRST MAJOR WRITINGS AN
about up to the present day (realism, corporeality, the political aspects of art,
etc.)? What is the trajectory (and the intertwining) of the main ideas that you
developed in your writings?

My experience in Japan was key in introducing the new element of intermediality
INTO MY RESEARCH )F THERE IS A CINEMA UNCONCERNED
the Japanese, although, as Aaron Gerow (2010) has documented, there was a strong
“pure cinema” movement in Japan in the 1910s. This was however doomed from
THE START IN A COUNTRY WHERE CINEMA SPRUNG OUT OF
moving images were intended to register geisha dances. Watching kabuki, noh,
bunraku , and being exposed to scroll painting and calligraphy in Japan opened
up myriad avenues for me to better understand this production. If you don't take
kabuki and scroll painting into consideration, you will not understand camera
angles and long takes in Mizoguchi. The world of  shunga, or erotic prints, from
the Tokugawa period, explains the whole aesthetic conception of Oshima’s  In the
Realm of the Senses. ) WOULDN T HAVE UNDERSTOOD THE ILM S C
bodily disposition were it not for this exquisite art. Thus, when | was based at the
University of Leeds, the opportunity arose to apply to the White Rose University
#ONSORTIUM INVOLVING THE UNIVERSITIES OF ,EEDS 3l
academic network involving three PhD studentships. | devised a project entitled
Mixed Cinema Network focusing on Japanese cinema and drawing on Hugh Gray’s
(mis)translation of Bazin's famous article, In Defence of Impure Cinema (which
he rendered as In Defense of Mixed Cinema ) (1967), championing the interface
between cinema, theatre and literature. | was successful in this application and the
PhD student allocated for my supervision was the extraordinarily talented Julian
Ross, now an international authority on matters concerning expanded cinema
and intermediality. One of the outputs of this network was the Impure Cinema
conference that originated the book Impure Cinema: Intermedial and Intercultural
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Approaches to Film (2013), which | co-edited with Anne Jerslev. My piece in this
book refers to the use of the noh mask in The Sound of the Mountain (Yama no oto,
1954), BY -IKIO . ARUSE WHICH DEINES THE LIGHTING CAME
expressions of the main character, played by the mythological Setsuko Hara.

4HIS IRST APPROACH TO INTERMEDIALITY OPENED UP
realised that the entire history of cinema could be refashioned and recounted
FROM AN INTERMEDIAL POINT OF VIEW IN ORDER TO IL
which are normally overlooked for being unrelated to the technical and/or
NARRATIVE SPECIICITIES OF THE MEDIUM 4HIS POINT C
of my current AHRC-FAPESP funded Intermldia Project, whose full title reads:
“Towards an Intermedial History of Brazilian Cinema: Exploring Intermediality as
a Historiographic Method,” a bilateral project involving the University of Reading,
where | am based, and the Federal University of Sdo Carlos (UFSCar), Brazil. As
the title says, our primary goal is to recount the history of Brazilian cinema from
an intermedial perspective, but another important aspect of the project is to test
intermediality as a historiographic method as applied to cinema as a whole.

The keywords for our own international conference organized at the Sapientia
University in Cluj in 2015, “the real and the intermedial,” could be considered
KEYWORDS THAT DEINE THE MAIN AXES OF YOUR RESEAR
you delivered a memorable keynote speech 2 at this conference, one that has had
A GREAT INmMUENCE ON RESEARCHERS EVER SINCE (OW
“the real” and the “intermedial” now, with a few more years of research added to
this talk? Where and in what way do these two intersect and what aspects of these
interest you most at this time? How does “politics” come into this relationship?

Intermediality is such a fascinating subject when it comes to cinema that one feels
TEMPTED TO SPEND TIME IDENTIFYING INTERMEDIAL REL
SATISIED WITH THIS EXERCISE ) TRY TO RESIST THIS TEM
of intermediality. Bazin’s defence of impure cinema was political in that it resonated
with the rejection not only of “pure cinema” currents, but of the catastrophic Nazi-
fascist experience, still very fresh in his memory, whose emphasis was precisely
on racial purity. In this, as well as in many other respects, Bazin was ahead of his
time because he foreshadowed the politics of hybridisation, multiculturalism and
transnationalism thatwould arise in the wake of the structuralistand poststructuralist

2 See: HTTPS WWW YOUTUBE COM WATCH LIST 0,$ESR$CATWB9H NWS5L
yExHA8xaJ0Q. Last accessed 22. 08. 2018.
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schools of thought. The subject (and defence) of border crossing has become
even more pressing in our time, marked as it is by the rise of xenophobia and the
erection of national walls. But a discovery | made very early on in my intermedial
ADVENTURE IS THAT THE USE OF OTHER MEDIA WITHIN ILM (
MATERIAL REALITY IN EXAMPLE ALREADY BXPMSERED BY "AZ
Picasso, by Henri Georges Clouzot ( Le mystere Picasso, 1956), which shows Picasso
IN ACTION DRAWING ON A TRANSPARENT SURFACE WHICH
4HIS GLASS WALL THAT SEPARATES THE WORK OF ART FROWNV
medium, changing the act of painting into a passage to life as it happens, with all
its contingencies and unpredictable events. When Oshima, in  In the Realm of the
Senses basing on a shunga print, has the actors engage in real sex for the sake of
the camera, the print at the origin of the scene becomes a passage to physical reality.

That this passage is also political is made clear, for example, in Jafar Panahi's
ILMS PRODUCED UNDER HIS BAN FROM MIAIKIENNGtd EIvhWS START
(2011). These are works that can only exist by denying their nature as art and
ATTEMPTING TO BECOME LIFE ITSELF )N SO DOING OANAH
LIFELINE IN DEIANCE OF THE )RANIAN OPPRESSIVE REGIME
ILM EQUALS DEATH AND THIS IS WHY THE MOTIF OF SUICID

How do you evaluate the state of the art in the area that we can consider
“intermediality studies” of cinema today? What do you see as the major challenge
that researchers of intermediality have to face today? Do these challenges come
from the “outside,” i.e. from the new and complex media phenomena that
we encounter today, the new theories that have emerged dealing with media
RELATIONS OR DO THEY COME FROM THE hINSIDE v I E FR
EMPLOYED BY RESEARCHES AND THE QUALITY OF RESEARC
see intermediality as an established research area with important results, or still
AS A KIND OF hBLIND SPOTv IGNORED BY hMAINSTREAMv IL
SUFICIENTLY QUESTIONED QUESTION

In my view, intermediality as a method has never been more relevant than
today, in the post-cinema era. Convergence and remediation are all around us
and audiovisual media permeate all our activities from WhatsApp conversation
to the didactic materials we use in the classroom. Cinema as we used to know
it is increasingly becoming entangled with, or even superseded by streaming
services, which are also radically affecting the real-time appeal of television.
'/UDIOVISUAL MEDIA HAVE NEVER BEEN AS mUID AS THEY AR
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Intermedial studies are undoubtedly a key tool to understand such phenomena.

There are challenges of course, the most important of them being “preaching to the
converted,” i.e. intermedial scholars becoming trapped in an ivory tower in which

they only talk to each other through a sophisticated jargon undecipherable (and

irrelevant) to the rest of the world. Taxonomies are a temptation hard to resist, and

I myself have succumbed to them many times, but they risk becoming an end in
themselves. We, scholars, must constantly remind ourselves that intermediality is

not an object but a method, a way of better understanding phenomena around us.

AaGNES OETHP IS A MASTER AT APPLYING INTERMEDIALITY
with her fascinating analysis of tableaux vivants in Agnes Varda and others (2011).

I am currently reading a book which explores “intervisuality” in Visconti (Blom

2018), and understanding more about him than | ever did before. In ways not
UNRELATED TO OETHP S ) AM ALSO FASCINATED BY PROC
OTHER INANIMATE ARTS FOR BuystdiesloElisBon (NUst&iolel A'S
Lisboa, 2010) by Raul Ruiz, in which paintings, drawings and toy theatres come to

life, while real characters freeze up into paintings, sculptures and murals (Nagib

2017). | have addressed this kind of phenomenon via intermediality but also

theories such as speculative realism, inspired by Quentin Meillassoux (2016), that
ASCRIBES TO OBJECTS A LIFE OF THEIR OWN UNRELATED
it premature to sound the death knell for intermediality.

What do you see as the most productive method, or theoretical approach
in researching intermediality? Can intermedial researches articulate relevant
QUESTIONS THAT REVEAL AND INTERPRET IMPORTANT IS
culture? If yes, what are these?

A useful procedure, at least as far as | am concerned, is the combination of
intermedial and intercultural studies, which has proved extremely productive,
not only in my writing but in the classroom, too. Students become tremendously
excited by discovering, for example, how understanding a different medium
WITHIN A ILM CAN OPEN UP THE DOORS TO A WHOLE N/
CONTINUES TO BE ILM AND THE OTHER ARTS CONTINUE 1
The understanding of kabuki and noh in Mizoguchi, Ozu and Naruse, for example,
IS TREMENDOUSLY REVEALING OF THE *APANESE CULTUF
You simply cannot understand the full breadth of Visconti without taking opera,
and ltaly’s devotion to it, into account. And if you overlook the central role of
music in Brazilian culture, you'll be missing the juicy bits of Brazilian cinema.
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90U INVITED *ACQUES 2ANCINRE FOR A PUBLIC LECTU
University of Reading where you currently work as the Director of the Centre for
Film Aesthetics and Cultures. ®1In 2017 you also invited Alain Badiou as a keynote
speaker for an international conference that you organized. Even though he had
TO CANCEL IN THE LAST MINUTE YOU MANAGED NOT ONLY T
for the lecture he sent to be read, but also to stage a lively debate on his work.
You have had the opportunity to have conversations with both of these major
contemporary philosophers and you have used their thoughts on the impurity
of cinema as stepping stones in your own writings. What can you say about their
INMUENCE ON YOUR OWN WORK AND ON CONTEMPORARY TH

Those are two giants whose complexity of thought | cannot claim to fully
MASTER BUT WHO NEVERTHELESS HAVE BEEN TREMENDOU S
APPROACH TO ILM 4HE BEAUTY OF &RENCH PHILOSOPHER
seriously and have produced innovative thought on the basis of it. As you know,
Gilles Deleuze has changed the way cinema was being read as “language” and
“discourse” before him, by introducing a sensory-motor element resulting from
THE COMBINATION OF TIME AND MOVEMENT THAT DEINES
"ADIOU ENGAGED IN IERCE DEBATES WITH AND ABOUT $EL
to take sides here. But Ranciére, whose work | penetrated via his Film Fables
(2001), WAS INSPIRATIONAL TO ME FOR REDEINING THE RELA"
other arts) and the audience, through the anti-Brechtian idea of the emancipated
spectator. His basis here is the eighteenth-century French teacher Joseph Jacotot,
whose Dutch students had to self-teach French in order to understand his lessons,
and were successful in devising their own learning methodologies. Ranciere was
also important for me for his praise of the creative power of (political) dissensus.

As for Badiou, he gave me grounds to develop my theory of an ‘ethics’ of realism.
Let me cite my book World Cinema and the Ethics of Realism, where | explain that,
FOLLOWING "ADIOU S TERMINOLOGY WHAT ) CALL ETHICS
is their commitment to the truth of the unpredictable event. For Badiou, “there
can be no ethics in general, but only an ethic of singular truths, and thus an ethic
relative to a particular situation” (2002, vi). Badiou’s “regime of truths” is governed
by the notion of “event:” “to be faithful to an event,” he says, “is to move within
the situation that this event has supplemented, by thinking [...] the situation
‘according to’ the event” (2002, 41). “A truth,” says Badiou, “is solely constituted

3 See the video recording of this here: HTTPS WWW YOUTUBE COM WATE&s V MT( 0):
accessed 22. 08. 2018
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by rupturing with the order which supports it, never as an effect of that order”

(2007, xii), that is to say, by the emergence of the unpredictable event. Such notions

of “event” and “situation” chime with my approach in many respects, in particular

as regards spontaneous presentational aspects that occur within representation and

THE COMMITMENT OF ILMMAKERS AND ACTORS WHO CHOC
PRESENTATIONAL MOMENTS OR IN "ADIOU S TERMS WHO
to the event of truth” (2007, xiii). Badiou is also key to my approach as regards
intermediality. There is a quote that perfectly summarizes his contribution in this

realm and that has been decisive to my own thought: “it is effectively impossible

to think cinema outside of something like a general space in which we could grasp

its connection to the other arts. Cinema is the seventh art in a very particular sense.

It does not add itself to the other six while remaining on the same level as them.

Rather, it implies them — cinema is the ‘plus-one’ of the arts. It operates on the

other arts, using them as its starting point, in a movement that subtracts them

from themselves” (2005, 79). From this we can conclude that cinema cannot exist
WITHOUT THE OTHER ARTS AND THAT THIS FACT IS ITS M

At present you are the Pl of the AHRC-FAPESP funded project, Towards
an Intermedial History of Brazilian Cinema: Exploring Intermediality as a
Historiographic Method, which brings together researchers from the UK and from
Brazil. According to the information posted on the website, the aim of this project
IS TO PRODUCE hTHE IRST GROUNDBREAKING INTERMED,
Can you explain how this “historiographic method” has been employed in the
researches of the group? What does this method consist in? How do you assess
the innovative value and the productivity of your method? What are your most
IMPORTANT INDINGS AND RESULTS AT THIS STAGE T7HAT
in terms of intermediality?

The AHRC-FAPESP funded Intermldia Project has provided a privileged ground
FOR "RAZILIAN ILM SCHOLARS TO INTERACT WITH THEIR "
project does not acknowledge hierarchies across the different artforms, cinematic
periods and styles, it has been tremendously liberating for both sides. It is a
big surprise and great pleasure to me to see my Reading colleagues working so
well with Brazilians they have not known before and vice versa. Intermediality
applied as a historiographic method is allowing us to place different periods of
Brazilian cinema on the same plane and make them converse with each other in a
COMPLETELY NOVEL WAY /NE OF THE MAIN INDS OF OUR P
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of the huge importance of music in most phases of Brazilian cinema, starting with

THE MUSICAL COMEDIES OF THE S AND S UP TO THE B!
the late 1990s onwards. Popular theatrical forms come very close to music in

THE WAY THEY HAVE INmMECTED THIS NATIONAL CINEMA A
TREASURE TROVES INCLUDING THE THEATRICAL ILM PROLO
re-staged in Brazil later in June 2018, and then again in the UK in December 2018,

both under the auspices of our project. We have revealed a facet of the Tropicélia

movement which was mostly unknown to the general audiences.  Tropicalia is

MOSTLY ASSOCIATED WITH MUSIC AND THE VISUAL ARTS BL
on cinema, and the Tropicélia Film Season we held last November at Tate Modern

provided abundant evidence of this. The project has already elicited c. 40

published articles, and there is still a similar number to come, alongside three

hefty catalogues accompanying the Tropicélia Season , the Brazilian Film Music

Season held at the Reading Film Theatre in January 2018 and the forthcoming re-

STAGING OF THE SILENT ILM PROLOGUES 4HERE WILL BE T
on the intermedial history of Brazilian cinema and another on intermediality as a

GENERAL ILM HISTORIOGRAPHIC METHOD PLUS A DOSSIER
Cinema coming out in the Screen journal in the near future.

Lucia Nagib at The Moving Form of Film: Exploring Intermediality as a
Historiographic Method Conference organized by her research team
at Reading University, in 2017.



224 Interview with Lucia Nagib

Your research project involves a wide range of activities: besides the publication
of scholarly articles, you have already organized two major conferences and a
workshop, * as well as several artistic events; your research group also makes
AUDIO VISUAL ESSAYS AND YOU YOURSELF ARE DIRECTI
ALL THESE DIFFERENT TYPES OF ACTIVITIES ADD UP T7HA
of the research activity bring to the study of intermediality in the cinema?

One of the most gratifying aspects of our project was the realization that
PUBLICATIONS WERE NOT ENOUGH TO EXPRESS OUR INDS
events and conferences, several of us have devoted ourselves to audiovisual
PRODUCTIONS FOCUSING ON THE SUBJECT OF INTERMEL
specialist in videographic criticism) has produced two marvellous video essays
with Brazilian colleagues Flavia Cesarino Costa and Suzana Reck Miranda, the
latter of which has been published in the electronic journal [in]Transition . Our
two postdoctoral researchers, Albert Elduque and Stefan Solomon, have also
produced video essays which have been published in  [in]Transition .

IS FOR MYSELF WHO HAS NEVER SHOT A ILM BEFORE
with my Brazilian colleague Samuel Paiva, in the production of a feature-length
DOCUMENTARY OR RATHER PE=Ssage¥. 4HHE IEMNTSTIAROS FRO
premise that the relationship between cinema and the real is one of the most
CENTRAL AND COMPLEX ISS WPassadesatterivptsStd dddiessSthis
ISSUE BY LOOKING AT A SELECTION OF ILMS IN WHICH IN
UTILIZATION WITHIN ILM OF ARTFORMS SUCH AS PAINTIN!
and others, function as a “passage” to political and social reality. In order to
REmMECT ON THIS PREMISE WE HAVE INTERVIEWED
TECHNICIANS AND CURATORS ALL OF WHOM ARE PROMIN
Revival that started in the mid-1990s and brought back to the agenda the question
OF NATIONAL IDENTITY AND "RAZIL S LINGERING SOCIA
DIVERSIICATION OF INDEPENDENT ILMMAKING FROM THA
NOT ONLY A NEW APPROACH TO REALITY BUT AN EMBOL
that acknowledged and exposed its inextricable connections with other art and
medial forms. The Passagesproject proposes that the intermedial method is thus
STRATEGICALLY POISED TO SHED A NEW LIGHT ON THE W,
represented but interfered with and transformed the world around them. The
chosen case studies hail from Pernambuco, in the northeast of Brazil, and from

4 See videorecordings of these events here: https://research.reading.ac.uk/intermidia/video-
gallery/ . Last accessed 22. 08. 2018



“The Use of Other Media within Film as a Passage to Material Reality.” 225

310 OAULO IN THE SOUTHEAST WHOSE ILMMAKERS THOUG
regional cultures, have been in a close artistic dialogue since the Brazilian

Film Revival, demonstrating their shared values at a certain historical juncture

and interconnectedness across Brazilian geography. At the time of writing,

THE INTERVIEWS ARE BEING EDITED WITH CLIPS OF RELE)
AND SOUND IN ORDER TO BUTTRESS THE ILM S CENTRAL |
intermediality as a means to access physical and historical reality.

You currently live in the UK, but you come from Brazil (and you also have
family ties to the Arab world, am | right?); how do you think that your ethnic and
CULTURAL BACKGROUND HAS INMUENCED YOUR WORK $0O
interest in a wider area of world cinema or made you more sensitive towards the
relationships between the different arts?
&URTHERMORE ) IND THAT THE NOTION OF INTERMEDIAL
Brazil, than say, in the scholarship practiced in the US. Why do you think this
is? Do you think there is something like a Brazilian school of intermediality
studies? Or at least, some kind of a tradition that makes researchers more open
TO QUESTIONS OF INTERMEDIALITY

| am not sure of the extent to which my background has determined my choice
of subjects and methodologies. S&o Paulo, where | come from, is very cosmopolitan
AND WE ARE ALL EXPOSED TO FOREIGN INmMUENCES THERE 1|
bread. Japanesesushi, Italian spaghetti and Lebanese S| H, Alongside our native
churrasco, are all part of our diet. As you say, | am a descendent of Syrians on my
father's side and from Lebanese on my mother’s side, and | remember, as a child,
BEING SURPRISED AT SEEING THE GRANDPARENTS OF SOME
in Portuguese, because from my home experience elderly people could only speak
Portuguese with a heavy accent. But | do think that the protestant background in
the Anglophone world entails some sort of iconophobia and guilty feelings towards
(audio)visual pleasures — something addressed with great poignancy in Laura
Mulvey’s epoch-making piece Visual Pleasure and Narrative Cinema , a powerful
indictment of the pleasures derived from cinema. Of course, Mulvey was addressing
the ideological content of the Hollywood mainstream, and proposing in its place
an experimental cinema that appealed to reason rather than emotion. Narrative art
cinema has no place in this piece, though Mulvey will devote important scholarship
TO IT IN SUBSEQUENT WRITINGS #ULTURAL 3TUDIES WHIC|
anglophone world, are devoted to detecting misrepresentation of minorities, so
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THE MAIN DRIVE IS NORMATIVE ILMS ARE JUDGED BY WH,
enjoyed for what they are. In my cinematic education in Brazil we gave free rein

to our audiovisual pleasures, which | think is a common attitude in other Latin

countries such as France, Italy, Portugal and Spain, and their former colonies in

Latin America, and probably Romania, too. My colleagues and | never felt guilty

FOR ENJOYING ILMS IN PARTICULAR ART ILMS TO THE PC
as a formal method of analysis certainly captures this kind of pleasurable, artistic

imaginary, so this might be an explanation to your query.

The title of the research project you are currently leading contains an unusual
spelling of the word “intermedia” as Intermldia. Can you explain why this is
spelled like this? Why was it important for you to retain this spelling, even though
everyone in the English-speaking world will think it is mistaken without further
explanation? What would have been lost in translation?

In Portuguese, “intermedia” is spelt “intermidia.” We adopted the Portuguese
spelling of it, plus extended the “I” in the middle to highlight its foreignness
and connectivity at the same time. | am sorry that some readers will be lost in
translation!

Do you think that the scholarship on intermediality, which deals with mutual
INMUENCES hBORDER CROSSINGSv AND OFTEN INVOLVES
is basically “accent” free? Or do you think that our researches are more or less
EMBEDDED IN THE CULTURES WE LIVE IN AND ARE INFOR
artistic phenomena we are studying? (Just a thought, as an example: does the
CARNIVALESQUE COLOURFUL DIVERSITY HETEROGENEIT)Y
to do with the similarly colourful combination of scholarly and artistic activities
within your research project?)

Yes, that is very true. Intermediality exists everywhere, though it may not
be called so. And | agree that Brazilians are “intermedial” to the core in their
daily practices — and there is a particular revelling in bad-taste mixtures that can
BE IDENTIIED FOR EopibdllaP pieced that delighted in breaking the
boundaries between high and low cultures.

In what way is the cultural diversity of your own research team (consisting of
British, Brazilian, Spanish, Australian members) productive for your research
project?
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Even if | wanted, it would be impossible to form a team from a single nation or
culture. Multiculturalism is now inescapable, and | love it!

Do you plan to continue this type or area of research after the conclusion of
this Intermldia project? How? What are your plans for the future?

Intermediality will certainly be part of my next ventures. It will appear in my
next book under the guise of “non-cinema,” and in a new, major collaborative
research project entitled Understanding the Audiovisual Planet , which addresses
the ubiquitous presence of audiovisual media in the contemporary world.
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Joachim Paech at the Rethinking Intermediality in the Digital Age
conference in Cluj-Napoca, in 2013.

Until your retirement in 2007, you were a professor of Media Sciences at the
University of Constance/Konstanz, where you also headed several research
projects on intermediality. Your books and articles, the collections of studies
EDITED BY YOU ARE AMONG THE MOST INMUENTIAL WRITIN

1 This interview was made within the framework of the Exploratory Research Project, Rethinking
Intermediality in Contemporary Cinema: Changing Forms of In-Betweenness , PN-III-ID-
PCE-2016-0418, funded by a grant of the UEFISCDI (Executive Unit for Financing Higher
Education, Research, Development and Innovation), Romania.



230 Interview with Joachim Paech

OF ILM /NE OF THE IRST AND CERTAINLY THE ONE THAT
WHEN ) IRST R ERaBsidiTod& A EinBILDungen des Jean-Luc Godard
(Passion, or the Imaginings of Jean-Luc Godard, 1989 ), a book-length study of
'ODARD S USE OF PAINTING AND M B&sion.ITherthere was IL M
Literatur und Film (Literature and Film, 1997 ), an important work on the media
archaeology of cinema, and Menschen im Kino. Film und Literatur erzéhlen

(People in Cinema. Film and Literature Tell Stories, 2000), a book written with

YOUR WIFE INNE OAECH AS WELL AS A SELECTION OF W
the title: Der Bewegung einer Linie folgen: Schriften zum Film (Movement

Following a Line: Writings on Film, 2002).  You have also been an editor and co-

editor of a series of volumes of writings dealing with TV, video, the digital media,

THE RELATIONSHIP OF ILM AND THE ARTS THE THEORY AN
Film — Fernsehen — Video und die Kiinste. Strategien der Intermedialitat (Film,

Television, Video and the Arts. Strategies of Intermediality, 1994), Strukturwandel

medialer Programme. Vom Fernsehen zu Multimedia (Wandering Structures of

Media Programs. From Television to Multimedia, 1999), and Intermedialitat,
analog/digital. Theorien, Methoden, Analysen (Intermediality, analogue/digital.

Theories, Methods and Analysis, 2008). 2

(OW DID YOU IRST BECOME INTERESTED IN QUESTIONS
PARTICULARLY THE INTERMEDIALITY OF ILM 7AS THERE A
THAT STEERED YOU TOWARDS QUESTIONS REGARDING ME

Today it is usual to name the succession of generations according to their
dominant technical media with which they grew up: there was the TV generation
(but no photo or cinema generation?), then the internet generation, and at present,
ONE WONDERS HOW LONG AN ENTIRE GENERATION WILL
and the so-called social media. | myself belong to the post-war generation, which
MADE LATE AND VERY SPORADIC EXPERIENCES WITH THE
"Y CHANCE DURING THE IRST YEARS OF MY SCHOOLING
to participate in the radio for children and, between 1951 and 1953, in the
television for children. Was that the beginning of my later interest in intermedial
relationships? Certainly not. Later, | was not so excited about the cinema (that too),
but mainly the theatre. By the end of school, | already had my acting diploma in
my pocket. The theatre studies that followed and the theatre work on the studio

2 For a complete bibliography and collection of Joachim Paech’s texts visit: ~ www.joachim-paech.
com.
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stage of the Free University in West Berlin led me to the student movement, with
WHICH THE TECHNICAL MEDIA INALLY CAME TO THE FORE F

The turmoil among the students since the mid-1960s throughout the
Western world was to denounce the injustices that capitalism had produced.

From the US, criticism of the war of the United States against the people of
Vietham was everywhere the current occasion for demonstrations against the
respective governments. In Europe, the students fought with workers against
the exploitation of people in the Third World and in the local factories. In West
Germany a special role was played by the Nazi past of the fathers, who frequently
occupied powerful positions in the West German state and in the economy even
after the war. It was about nothing less than the foundations of a changed society.
The then “new media,” especially video, were needed to illustrate and discuss
new ideas among the population.

The hostile attitude of the press and of the German television towards the
STUDENTS CAUSED THEM TO TAKE THE hMEDIAvV INTO THEI
available video recorders, | participated in political enlightenment activities on
the “social basis” and made autonomous contributions to West German television
with school classes.

(AVE YOU EVER CONSIDERED BECOMING A ILMMAKER N\
ILMMAKER FOLLOWING THIS EXPERIENCE

At that time, video work primarily meant putting the camera in the hands of
the “affected,” concerned people themselves, so that they could learn how to
express their own interests with these new devices. Even though we worked with
ILM VIDEO FAR FROM ANY FORM OF PROFESSIONALIZATIOI
ILMS MYSELF ALTHOUGH SOME OF MY COLLEAGUES WENT
FORMED ILM SCHOOLS IN -UNICH "ERLIN OR 5LM 40DAY E
(or whatever they think this is) with their smartphone anywhere, anytime. The
difference to our former video practice could not be bigger. In the end, when
the great excitement was over, most of the students returned to the seminars. |
wrote my doctor thesis on the theatre of the Russian revolution ... For me, the
discovery of the video recorder as a recording and reading device for movies was
very important. In fact, the analytical, critical interest, and the still-lasting love
FOR ILM ) OWE TO THE VIDEO RECORDER 30 FAR THE PRE
engagement with phenomena of intermediality.
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INE OF THE TEXTS THAT ) IND THAT HAS BEEN EXTENS
that | have also often recommended to my students, as it could serve as a great
introduction into thinking about intermediality, was a lecture translated into
English and available on the internet 2 with the title Artwork — Text — Medium.

Steps en route to Intermediality. This was a wonderful example of a line of

thinking that you revisited in later articles (e.g. from another viewpoint in your

text, also translated into Hungarian, entited  Warum Medien? , 2008), namely,
TRACING THE DIFFERENT PARADIGMS OF THINKING FROI
TEXT AND INALLY TO CONSIDERING IT AS A MEDIUM AN
relations). If | can borrow the expression from the title, what have been your own

steps en route to the study of intermediality? What were the theoretical or artistic

WORKS THAT INmMUENCED YOUR VIEWS

S5NTIL THE S THERE WERE NO ILM OR MEDIA STUL
universities. We invented it at that time. And because we did not yet know
WHAT THE SCIENTIIC SUBJECT hMEDIAv OF THIS NEW DIS
design it as broad as possible, interdisciplinary and intermedial. Media science
WAS INITIALLY OFFERED AS A HYPHENATED SUBJECT E
studies) at some universities. At my University of Konstanz, media science was
(and still is) from the beginning dependent on institutional cooperation with
the departments of art history and general literature, which made intermedial
work and thinking a matter of course from the outset, even before intermediality
was to be thought of as a disciplinary programme. The new media scientists had
brought their original academic background as literary, theatre and art scholars,
as sociologists or philosophers. From the beginning, the narrow technical and
academic boundaries of the university had to be overcome.

7AS THERE ANY RESISTANCE TO THIS NEW IELD THIS h
WAS EMBRACED EQUALLY ENTHUSIASTICALLY BY EVERYB
my experience was that academics working in literary or linguistic, art history
departments, for example, hated this “crossing” of academic boundaries in the
1990s. Was this not the case in Germany in the 1970s?)

Of course barriers have been erected against the new discipline Media Studies
everywhere. One suspected and perhaps feared that in the foreseeable future every

3 Now it can be read here: http://www.joachim-paech.com/wp-content/uploads/2018/03/
ArtWorkMedia-1.pdf.
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SUBJECT WOULD BE CONNECTED WITH hMEDIA v ESPECIALI
were already on the academic desks. The least willing to cooperate at that time
was at many universities (except in Constance) just the art history, which sulkily

retreated in the face of the new technical media into the Renaissance. Literary
studies have been confronted for a long time with phenomena such as literary

ILM ADAPTATION AUDIO BOOKS OR COMICS WHICH COULL
and then medially in the broader spectrum of subjects. Today, universities are

undergoing profound transformations, also starting with a new subject such as

“media science” (Medienwissenschatft).

Our experience with practical media, with video work and creating an

“alternative public sphere” (to use the term introduced by Oskar Negt and

Alexander Kluge) has led us to ask questions of the social use of the media,

comparable to the Birmingham Centre for Contemporary Cultural Studies (John

Clarke, Paul Willis, Stuart Hall and others) with which we had some exchange.

On the German side, texts by Jirgen Habermas (e.g. Structural Transformation of

the Public Sphere, 1962), Oskar Negt and Alexander Kluge ( Public Sphere and

Experience, 1972) or Hans Magnus Enzensberger (Constituents of a Theory of the

Media WERE IMPORTANT 4EXTS OF TH Bcekéew,GvhitcBH ILM M.
we translated and published for a German readership, have, for example, brought

a new perspective on Bertolt Brecht. With Stephen Heath, we have returned from

%WNGLAND BACK TO THE #ONTINENT IN &RANCE WHERE THI
-ETZ WAS IN FULL SWING "UT INSTEAD OF HIS hBIG SYNTA
WERE MORE ENTHUSIASTIC ABOUT THE STRUCTURALIST SC
and text theory of Tel Quel and took Julia Kristeva’'s suggestions in her ~ Problémes

de la structuration du texte (1968), applied them to media science and extended

them to our own approaches of theories and methods of “intermediality.” After

all, a media understanding has developed, that has initially led me from studying

the singular work of literature, art or theatre in the context of the institution of art,

to the awareness of the textual structuring of cultural phenomena in the context

of the mass media. As long as the arts were distinguished by their “material

conditions or requirements,” there could be no transformations between them:

A BOOK LITERATURE CAN NEVER BE A ILM CELLULOID "
an art work in the canon of the arts as a technical newcomer, then they could at

least bring it to an equal relationship with the other arts without being too close

TO THEM AS REQUIRED BY THE AVANT GARDE 4HE RECO(
singular art works meant that they were treated according to the rules of literature

BY GENRES ARRANGED WITH TITLE AND AUTHOR NAME AND |
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the original work of a single author comparable to a painting of the Renaissance
or a novel of the nineteenth century, but a kind of text that, like a literary text,
has one or more authors and is massively distributed with many connections
and references to other texts, e.g. novels of the nineteenth century. Texts are
networked, even if they are on the table as a single book or projected as a single
ILM )T IS ABOUT KEEPING TRACK OF THEIR NARRATIVE
In the textual network of written and spoken language, moving and still
images, information and communication, different media properties and forms of
their articulation or representation allow “as forms” the transformation between
them. As texts they are all the same, while the media remains in the blind spot
of their observation. A text is a text, but it is the media that makes the difference.
4HE )NTERNET AND THE DIGITAL MEDIA HAVE INALLY EST
DOMINATING hMEDIA FORM v /JUR FUTURE SCIENTIIC PRC
and present these “media properties and forms” in their networked internal and
external relationships, functions and operations in culture and society.
&ROM THE BEGINNING THERE WERE TWO DIRECTIONS II
then) media studies (or “media science”). On the one hand, there was a media-
critical approach, following Max Horkheimer, Theodor Adorno and Siegfried
+RACAUER AND CONCERNED WITH THE AFIRMATION OF A
hand, there was the group, to which | belong myself, following Walter Benjamin’s
THESIS OF THE hMECHANICAL REPRODUCIBILITY OF
approach to mass media. Because we continued to hold on to the hope of an
emancipatory, enlightened approach to media in an “alternative public sphere”
(based on the ideas of Enzensberger, Negt and Kluge), we did not share the media
skepticism of the “cultural industry” essay by Horkheimer and Adorno (2002).
Kracauer’s thesis of the photographic or cinematic redemption of the physical
reality contradicted from the outset the medial properties of photography, which
by no means is able to pick up even traces of the real in its documentary images.
The discussion about the supposedly indexical character of the photographic
image (e.g. by Roland Barthes, Philippe Dubois, Rosalind Krauss) is well-known,
but has been since overtaken by questions about the digitization of photography.
Photography has always been in every sense a product of its technical (analogue
or digital) device, showing properties of their mechanical origin, not of an exterior
reality. When pictures are computer generated they do not even need any reality
as prerequisite to show a realistic image of actuality. They look like photographs,
but they aren’t. Walter Benjamin’s idea of the “optical unconscious,” which is
INMUENCED BY THE PHOTO CAMERA AND WHICH APPEA
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PLAUSIBLE TO ME AS A MUTUAL INMUENCE OF TECHNOLOG)
IMAGES OF THE ILMv GIVE THE SEMBLANCE OF THE NATUR
nature in the images; only a new kind of distance (unlike that of a painting to

ITS OBJECT PRODUCED BY TECHNIQUES OF SELF REmMECTI
makes us aware of the mediality involved. Regarding intermediality, even more

important than the “Artwork” essay (and  The Short History of Photography ,

1972) for me was Benjamin's essay on the “task of the translator” (2002). The

translation (of linguistic texts) is itself a form in the medium of the text, brings

along its (linguistic, textual, medial) transformation on its own. The step from

intertextual to intermedial transformation was then obvious for me.

Which were the main ideas and areas of research regarding intermediality that
you became interested in along your career?

Filmed literature was initially (and traditionally) the major topic of research
ON INTERMEDIALITY AFTER ALL MEDIA STUDIES IRST EMI
of literary studies. Based on the tertium comparationis of the shared narrative,
shifts between the respective bodies of texts could be observed and presented in
A DYNAMIC PROCESS OAECH )N MPéas8dd byKlea BLOAU T THE |
Godard (1989), | made a decisive step ahead. | not only disassembled analytically
THE RELEVANT ELEMENTS OF THE LITERARY AND ILMIC T
THE SELF PRODUCTION AND OWN DYNAMICS OF THE ILM
weaving, by identifying the connections of the scenically performed paintings,
of the tableaux vivants acting like knots of “warp threads” weaved together
WITH THE TRANSVERSAL hWEFT THREADSv OF THE ILM Pl
literally as a texture. Another very complex process of “intertextual exchange”
BETWEEN PAINTING AND LITERATURE IN A ILM WAS PORTR/
I L M The Beautiful Prisoner (La belle captive, 1983) as a symbolic exchange,
SUGGESTED BY THE ILM ITSELF SEE OAECH "UT AGAI
WORKS INTERTEXTUALLY THE FORMS OF THE MEDIA LITER
interacting properties remain largely unconsidered in this process (again in the
blind spot of their observation).

Jean-Louis Baudry's (Tel Quel) essay, The ldeological Effects of the Basic
Cinematographic Apparatus (1974-1975) taught us something we should have
known for a long time, but what most scholars avoided asking until then, namely
that the (ideological) appearance of the natural in photographic images (that
Benjamin spoke of) is an effect of the mechanical apparatus, where differences
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BETWEEN SUCCEEDING IMAGES ARE CONCEALED BY THE |
movement. Breaking it up, showing the mechanical production of the apparatus
WOULD REVEAL ITS INNER POTENTIALITIES OF A TRUTHF
revelation of the cinematographic illusion does not impact the narrated content
of cinematographic representations, but reveals precisely the medial form of
CINEMATOGRAPHY AS THE CONTENT OF THE MEDIA REmME(
Two lines of discussion have emerged, one criticized the apparatus as an
embodied ideology (this was the so-called apparatus debate), the other described
THE APPARATUS AS A FORM THAT ORGANIZES PEOPLE A
arrangements, e.g. during the cinema projection in front of the screen. The
dispositive that describes this arrangement was characterized by Foucault as
A SPATIAL DISPOSITIVE OF POWER 7HILE THE APPARAT
observation of dispositive structures allows, in particular, the intermedial
comparison of the increasingly dynamic disposition of observers in various
MEDIA RELATIONS TO THE DEPICTED MOVEMENT FOR EX
CINEMA SCREEN AT THE TELEVISION SET IN FRONT OF ~
THE OMNIPRESENT SMARTPHONE OR THEIR MOVEMENT A
walls in art galleries. Essential is that the dispositive is an interactive space where
aesthetic events can be formulated under conditions of the apparatus and its
mechanical means and, as in the cinema, become translated into the (ideological)
appearance of the natural. Gilles Deleuze later described this appearance of the
natural as an aesthetic property and uninterrupted sensorimotor form of the
cinematographic moving image, but without reference to its medial conditions
(unlike Baudry). However, it is again the medium that makes the difference,
ESPECIALLY WHEN THE SAME PHENOMENA OF THE ILM WI
digital requirements.
Of particularly far-reaching consequences was the reception of Raymond
Bellour's idea of l'entre-image (1990, 1999). He takes (as | myself) his starting
POINT FROM THE EXPERIENCE THAT IT WAS POSSIBLE F(
RECORDER WHO BACK THEN HAD ACCESS TO AN EDITING
pause the picture, or advance from frame to frame to pursue the question “what
happens between the pictures?” In this sense Bellour’s article is to be seen as a
continuation with video of Baudry’s discussion of the cinematographic mechanical
apparatus. It was no longer about the montage of sequences of cinematic
storytelling (for example, the “Great Syntagms” described by Christian Metz),
BUT ABOUT THE CONNECTIONS BETWEEN ELEMENTS OF T
have otherwise been hidden by the above mentioned “sensorimotorization.” It is
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about the connection (or interruption) as a form that is directly involved in the
FORMULATION OF THE ILM (OW COULD ONE DESCRIBE THIS
form in a cinematic process? Of importance from the outset was that Bellour was
interested in relationships of the “between,” not only between images, but also
BETWEEN THEIR DIFFERENT MEDIA CONIGURATIONS FOR IN
ILM AND VIDEO 4HE PATTERN WAS GIVEN BY THE VIDEO W
who inserted a special, third image between two others, to mark their connection
as a special form (as he does it in Ici et ailleurs [Here and Elsewhere], 1976). This
was literally an AND-image as a BETWEEN-image, that connects and separates
at the same time.* “Neither a component nor a collection, what is this AND? |
think Godard’s force lies in living and thinking and presenting this AND in a
very novel way, and in making it work actively. AND is neither one thing nor
the other, it's always in between, between two things; it's the borderline, there’s
ALWAYS A BORDER A LINE OF mIGHT OR mOW ONLY WE D
least perceptible of things” (Deleuze 1995). This AND-image has subsequently
become the image-marker of intermediality, an aspect that Deleuze misses in
his subsequent analysis of Godard in his second Cinema-Book (2000) as a mere
INTERVAL WITHOUT MEDIA REFERENCE ,ATER USING THE
IN PHOTOGRAPHIC mIPBOOKS AS SPECIIC MOMENTS BETWE
WITH A SPECIIC DIFFERENCE CODE ) IDENTIIED THE SEEM|I
MIPBOOKS AS THEIR hDI S Baldyrsldvitiue @ theEEiNematographic
APPARATUS AND "ELLOUR S OBSERVATIONS OF THE MEDIA
initiated a new view of the cinematographic moving image in time, before the
digitization of the media has created completely new requirements for it.

The fact that media communicate their forms to the contents they convey is
IMMEDIATELY OBVIOUS THE SAME ILM IS DIFFERENT IN TH
MONITOR OR SMARTPHONE 7HEN THE DIGITAL PROJECTION
was enforced, one could sometimes read the note (the apology) at the hall doors,
hTHIS ILM IS DIGITALLY PROJECTED v WHICH MEANT AT TH

&ORM AND FUNCTION OF THIS IN BETWEEN IMAGE REMINDS OF A IGUR
FOR THEIR RECEPTION EXPERIMENTS 4HIS IGURE CONTAINS TWO PA
which can only be perceived alternately, either-or. A distinction is possible only for one part,
WHILE THE OTHER GIVES THE GROUND FOR THE APPEARANCE OF THE ¢
CHANGING OF IGURE AND GROUND IS ALSO RESPONSIBLE FOR THE RE
general. A form can only be distinguished on the ground (or cause) of its medium and vice versa,
but between both sides the change itself can be represented by a third image, denoting the one
1.$ THE OTHER x 3EE 2UBIN S IGURENGROUND DISTINCTION OR ,UDWI!
the change from rabbit to duck head in the same picture. The change marks the AND.

5 See: www.joachim-paech.com/wp-content/uploads/2010/08/Der-unterscheidende-Moment.

pdf.
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therefore a deception that actually could not be recognized. Films, which today
are increasingly produced completely digitally (through “digital compositing”),
TAKE THE LOOK OF CINEMATOGRAPHIC PHOTOGRAPHIC
medial difference.

JNTERMEDIALITY AS A METHOD AND PROCEDURE FOR TH
relations of their production, distribution and projection, and their external relations,
for example to painting or literature, presupposes the awareness of the necessity of
methodical operation. | have found suggestions for “intermediality as a method and
procedure” in the so called System Theory of Niklas Luhmann (2012), who does
not (suggest to) take media forms substantially as celluloid, paper or canvas, but as
form-forming potentials, which participate in the process of medial formulation.
OHOTOGRAPHY THE ESSENCE OF ILM FOR +RACAUER FOR
MODELLED ILMS MERELY AS A MEDIAL FORM BECAUSE Tt
images, which we recognize as photographs, are given in a very complex digital
MODELLING AS THE FORM AND AESTHETICS OF ILM WHE
PROCEDURE ANYMORE 4HE INTERMEDIA RELATIONSHIP B
which are produced, delivered and projected digitally, is that of mere quotation.
One of the characteristics of photographic images is their (supposed) ontological
credibility, which has become groundless as a digital reformulation.

Do you consider your career a strictly professional journey, or was research also
a personal adventure in your life (connected to different stages, places, academic
environments/different universities you worked in)? Also, you seem to have
accomplished an enviable connection between your professional and private life:
YOU WROTE A BOOK IN COLLABORATION WITH YOUR WIFE
scholar, about the storytelling power of literature and cinema; you maintain a joint
website (http://www.joachim-paech.com/) displaying the works of both of you. What
can you tell me about this combination of personal life and academic research?

| started my academic career at the then newly founded reform University of
Osnabrick. There | met some politically interested colleagues, mostly from the
linguistic department, who at that time made their connections to the Birmingham
Centre for Contemporary Cultural Studies. Another group of scholars of semiotics
assembled at the neighbouring University of Munster (Minsteraner Arbeitskreis
Semiotik). In Osnabrick I met my future wife, who worked on a history of cinemas
in Osnabrick (Anne Paech 1985). She turned out being a cinema historian, no
wonder that we soon stuck together. Actually, some of our publications were
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really made in teamwork and the organization of our congresses in Osnabriick
and Konstanz was mainly in the responsibility of my wife, as well as the planning
and booking of our voyages today.

Are these cinephile journeys in any way?

During our travels we enjoy to discover old cinema buildings, for example, in
SMALL 'REEK VILLAGES WHICH WE COLLECT ON PHOTOGRA
(e.g.inMontevideo, etc.). ltisasortof déformation professionnelle , notthe pursuit
of science but our private pleasure during vacation. Our professional travels are
motivated by invitations to lectures (e.g. by Goethe-Institut) or congresses (Brazil,
China, Korea, etc., and Cluj), which are often connected with private vacations
in the country.

A playful portrait of Joachim Paech, the (multi)media scientist.

Given that your work addresses a variety of intermedia relations (between
LITERATURE ILM TELEVISION DIGITAL MEDIA ETC AND Y
FROM VARIOUS DISCIPLINARY IELDS DO YOU CONSIDER YO
OR MEDIA PHILOSOPHER PERHAPS AN INTERMEDIALITY S
writes about intermediality in cinema?
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Soon after media sciences were established, the corresponding departments
ALL OVER WERE SEEKING THEIR SPECIAL PROILES AS
anthropology” and so on, and so important. | always understood myself simply
as a (multi)media scientist in the framework of cultural studies.

Do you see major paradigms or directions emerging within studies that deal
with interart or intermedia relations today? Or, what are the most interesting
ideas or directions that you see in recent works written on intermediality?

) AM SORRY ) HAVE NO SYSTEMATIC OR QUALIIED INS
MY DISCIPLINE ANY MORE 3OMETIMES IT MAKES ME SAT
success of the research programme on “media participation” of my successors
in my former department in Konstanz. | think, this topic is more than important
in the domain of social media. This has not directly to do with intermediality, |
suppose, but very much to do with our democratic survival.

| resigned from my academic duties, which included the observation of
THE RELATED SCIENTIIC SCENE MORE THAN TEN YEARS
duties with pleasure. | follow my own interests and the internet allows me
to publish the results of my work on my own. The topic that momentarily |
like best of all, which | developed in an article entitled The Clocks Dream of
Cinema, concerns the relationship between the clock and the media history of
the cinematic apparatus (Paech 2013). | observed that the clockwork is of the
same mechanism as the cinematographic apparatuses of camera and projector.

There is a direct, also historical connection and development between clock

and cinema, many pioneers of the cinema were also horologists. The cultural
MEANING OF THAT IS THAT A CLOCK PARTS THE APPARE
and minutes etc., which is necessary for us to be able to get common points in

time (e.g. for appointments). There are many other times, like biological time, for

example, but this clock-time rules our stressed life, because we are used to live

FROM POINT TO POINT MINUTE TO MINUTE UNABLE TO Gl
OF TIME 4HE CINEMATIC APPARATUS PARTS AN APPARE
24 frames/second to be able to register and consequently represent movement;

ITS PROJECTION RECONSTRUCTS THE mOW OF TIME AS
mechanisms part or interrupt motion in order to represent time, they count time

or combine different sections of movements like a water mill, which intervenes

WITH ITS SHOVELS INTO THE NATURALLY UNCONTROLLE
in order to make movement a controlled one, that is, work. Clock and cinema
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complement one another in that cinema gives vivid impressions of life to the
abstractly ticking clock-time.

What do you see as the major challenge that researchers of intermediality have
to face today? Do these challenges come from the “outside,” i.e. from the new
and complex media phenomena that we encounter today in the digital age, the
rival theories that have emerged dealing with media relations, or do they come
FROM THE hINSIDE v I E FROM THE SPECIIC METHODOLOG
AND THE QUALITY OF RESEARCHES ON INTERMEDIALITY 4H
on the perception of differences between media. Such differences are, however,
MORE AND MORE DIFICULT TO PERCEIVE IN AN AGE WHEN W
photographs, listen to music and can combine all of these creatively with the
same devices. Do you think that the notion of intermediality is still relevant?

As | told you, when we started media studies, we did not really know what the
SUBJECT OF OUR SCIENCE WOULD BE AND THAT IS WHY WE
as wide as possible. Facing the present situation of the media | would repeat
THE SAME ADVICE 4HE MOST SUCCESSFUL DEINITIONS II
institution (or building) which produces (or broadcasts) mass-media, with the
gadgets on our tables and in our pockets, which globalize our communication
and terrorize our everyday life. Intermediality may be the connection between
these devices (hardware), but this is not what we mean when we speak of
INTERMEDIALITY )T IS STILL POSSIBLE TO REDUCE INTER
special case of works of art, literature and painting, but should we? And what is
ILM TODAY ANYWAY )T WILL BE MORE AND MORE DIFICULT I
art from our everyday surroundings made with texts and images, which are
constituting a (virtual) reality in their own right. How far is our whole post-
postmodern life a fact of intermediality if it has become a mixture of different
layers of media caused aspects of (virtual) reality? Will intermediality help us
to maintain the difference between the perception of a true reality and its fake
(media) repetition? This is what will become more and more important and the
real challenge in the future.

$O YOU SEE INTERMEDIALITY AS AN ESTABLISHED RESEAI
IMPORTANT RESULTS OR STILL AS A KIND OF hBLIND SPOT
STUDIES AND STILL AS A NOT SUFICIENTLY QUESTIONED Q
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&OR ME INTERMEDIALITY AS AN ESTABLISHED RESEAR
be a too small claim anyway. Film studies always need the wider approach of
intermediality because they have to include at least the respective media form
IN WHICH A ILM IS PRODUCED AND EXPOSED .ETmIX 90!
cinema studies to be part of intermedia-studies in a broader sense, because we
WILL NEVER BE ABLE TO UNDERSTAND ILM OR CINEMA W
and cultural situations. Whether our scholars always do so, | am not sure.

You have written most of your work in German, and only a fraction of it has
been translated into English. But you are not the only one in this respect, there
ARE SEVERAL OTHER SCHOLARS WITH RELEVANT RESEA
SIMILARLY ONLY PARTLY WRITTEN OR AVAILABLE IN %NGL
of Benjamin’s text on translations, what do you think about the differences in
language and culture in the scholarship on intermediality? As Benjamin says,
“both the original and the translation [should be] recognizable as fragments of a
greater language, just as fragments are part of a vessel” (2002, 260) — similarly,
do you see different ways in approaches (something like a German school of
intermedial studies, as compared to a French or Scandinavian one) that are still
somehow parts of the same “vessel” of intermediality studies?

| read in German, English and French, unfortunately not in Polish, although
RECENTLY ) WROTE SOME ARTICLES ABOUT OOLISH ILM HI
IS '"ERMAN AND ) WOULD BE SATISIED WHEN MY TEXTS ||
IN "ERMANY AT LEAST ) AM NOT SO MUCH INTERESTED T
MARKET THE RESPONSE WILL BE LIMITED ANYWAY %VER
keywords on my website is free to translate and use what he or she has found. On
the other hand | am grateful to you, Agnes, for the opportunity of international
contacts to generous people in Cluj, which | enjoy.

In 2008, an international conference, Media Theory on the Move: Transatlantic
Perspectives on Media and Mediation took place at the Institute of Arts and
Media of the University of Potsdam. The central question was: is media science
in Germany a special way (Sonderweg)? The conference remained without
answers and ended in the nice get-together of friendly people with small talk and
drinking beer. Maybe it was not the right question. We all have our personal style
of thinking and speaking, caused by our individual and cultural background,
which we should mutually accept.
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Do you think that our researches are more or less embedded in the cultures
WE LIVE IN AND ARE INFORMED BY THE SPECIICITIES OF
are studying? Do you think this has to do with the fact that the idea of media
convergence, remediation or transmediality is far more popular in the United
States, while intermediality still seems to be a predominantly European pursuit?
/IR DO YOU THINK THAT ILM SCHOLARS hGROWING UPv AS
ON THE ILMS OF THE GRAND MASTERS OF %UROPEAN CINEM
issues connected to intermediality, in contrast to researchers whose main interest
is in literature, television, new media or communication studies in general?

Perhaps we should establish a new academic subject “General Intermedia
Studies” (“all-inter mediality”) integrating all specialized developments in its
framework, as there are Media-Philosophy, Media-Anthropology, etc.; on the one
hand, European Intermedia Studies, and “remediation,” “transmediality,” etc. on
THE OTHER TRANSATLANTIC HAND "OTH ASPECTS MEDIA
in cultural and social life are important and inseparably connected. (Remember,
there was no talk of “media” — what's that and why? — up to the 1970s except
perhaps for Marshall McLuhan).

Are you working on any new article now? What is the topic that interests you
most nowadays?

I am free to think, research, write and publish what | want and think it can interest
OTHER PEOPLE #URRENTLY ) M PREPARING COLLECTIONS
their use in lectures (e.g. in Cluj this autumn). And this is the context of my current
work: many years ago, my wife and | started to collect material for a history of
cinema going seen in cinema. Our book is only in an in-between stage, we continue
OUR RESEARCH BY COLLECTING ARTICLES LITERARY TEXT.
cinema sequences up to the present. We found a lot of all these. In the meantime,
WE ADDED TO THE SUBJECT OF hCINEMA GOING IN ILMSv THI
GALLERY IN ILMS v 7E FOUND INTERESTING PARALLELS BET!
ATTITUDE TO THE HISTORY OF ART AND PAINTINGS IN ILM 1€
since the late 1960s. Why? And what is the meaning of art galleries and museums
INCLUDED IN ILM CINEMA ANALOGUE OR DIGITAL 4HERE I!
BOTH INSTITUTIONS CINEMA TELEVISION VIDEO )NTERNE
is more and more present in galleries and museums, too. My lecture will discuss
THESE QUESTIONS BASED ON SEVERAL OFTEN VERY BEAUT
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