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Forew
ord and A

cknow
ledgem

ents 

T
he starting point for this book w

as a conference bearing the sam
e title 

organised by Photoforum
 and held at the Kent Institute of A

rt and D
esign 

in C
anterbury in 2004. The m

ajority of the essays published here w
ere 

presented there for the first tim
e. T

he thinking behind that initiative had 
been to open up a space for reconsidering the relationship betw

een 
photographic theory and the theory of the m

oving im
age as that has been 

articulated in the study of film
. Each of these areas had developed a rich and 

sophisticated body of ideas and m
odes of analysis during the 1970S and early 

'980s, inA
uenced by sem

iotics, M
arxism

, psychoanalysis, post-structuralism
 

;m
d phenom

enology. Yet w
hilst inevitably there had been som

e degree of 
interchange betw

een photography theory and film
 theory each, nevertheless, 

r em
ained fairly discrete from

 the other. I ndeed, as the introductory essay in 
tliis book points out, the sem

inal w
ritings by such figures as W

alter B
enjam

in, 
Siegfried K

racauer, A
ndre Bazin, Roland B

arthes and C
hristian M

etz tended 
10 focus upon w

hat w
ere seen as the essential differences betw

een the tw
o 

,"edium
s of photography and film

. C
oncepts of stillness, m

ovem
ent and 

lim
e w

ere articulated in a m
anner in w

hich those differences could be both 
identified and m

aintained. 
It seem

ed to us that this im
plicit understanding w

as in need of re-
<"valuation. T

he prim
ary reason w

hy such a re-evaluation w
as necessary

-
and perhaps even m

ade possible -
is undoubtedly the im

pact of new
 im

age 
I<"chnologies. Technological developm

ents and the em
ergence of the digital 

,nlerface have seen the progressive erosion of the boundaries betw
een the 

sl ill and m
oving im

age. W
e now

 have the capacity at the Aick of a sw
itch to 

slow
 or freeze the m

oving im
age, or to anim

ate a still one. T
he equipm

ent 
arollnd us is program

m
ed for a bew

ildering m
ultiplicity of tasks that m

akes 
il progressively difficult to identify the photograph itself as a stable entity 
wilh a privileged existence_ T

he photograph no longer seem
s to cut into the 

Ilow
 of tim

e itself: instead it seem
s to present us w

ith a m
om

ent selected 
lrolll a tem

porality that has already been digitally encoded. T
hus 'the 

pllolograph' now
 exists as only one option in an expanding m

enu of 
lqlrl'scntatiom

l and perform
ative operations presented by the technology. 



U
ndoubtedly such technological developm

ents dem
and new

 theoretical 
fram

ew
orks that are based on a dram

atica lly different culture of the im
age. 

Yet they are also the spur to look back at the form
ation of a theoretical and 

cultural history that w
e had taken for granted, and explore elem

ents of the 
relationship betw

een photography and film
 (and by extension video) that 

m
ight o nly now

 em
erge as being significant. The essays in this book are 

largely concerned w
ith this project of critical retrospection. 

A
 num

ber of them
es stand out in the essays published here. O

n the one 
hand there is a sense, in all of the contributions, that if w

e are going to 
understand the im

pact of photographic and film
ic im

ages in contem
porary 

culture w
e m

ay have to loosen our assum
ptions about w

here the boundaries 
betw

een these tw
o m

edium
s are to be found; w

hether that bo undary be 
cons idered technologically, culturally or psychically. There is also a strong 
sense that w

e are searching for a term
inology that m

ight be m
ore open to a 

phenom
enology of the im

age, to the way in w
hich the im

age is experienced: 
concepts like 'becom

ing' and 'the event' return in these essays again and 
again, signalling an approach to the im

age that is perhaps m
ore herm

eneutic 
than post-structuralist. Finally, it is also clear that w

bat is at stake in our 
discussions about stillness and m

ovem
ent, and the different tem

poralities of 
photography and film

, does not ultim
ately rest w

ith the issue of technology 
per se. Thus it is not as if different technologies m

ight sim
ply be thought 

of as m
eans of producing representations of tim

e but as technological 
apparatuses through w

hich tim
e itse lf is constituted and experienced in all 

of its m
ultiplicity. 

The conference Stillness and Tim
e: Photography and the M

oving I m
age, 

and henceforth this publication, w
as m

ade possible by the generous support 
of the U

niveristy of B
righton, the K

ent Institute of A
rt and Design and the 

Surr ey Institute of A
rt and D

esign U
niversity College (the latter tw

o 
institutions since alm

agam
ated into the U

niversity College of the Creative 
A

rts). W
e w

ould l ike to extend our gratitude to these institutions for their 
continued support of Photoforum

. W
e are also extrem

ely grateful to 
Photow

orks, and in particular David C
handler and Rebecca D

rew
, for their 

com
m

itm
ent, tim

e and energy that have m
ade this publication possible. 

Joanna Lowry 
D

avid Green 

M
arking Tim

e: Photography, Film
 and Tem

poralities of the Im
age 

D
avid Green 

Since I976 H
iroshi Sugim

oto has w
orked on an on-going series of 

photographs entitled Theatres w
hich have as their setting and im

m
ediate 

subject m
atter the ornate architectural inte riors of cinem

a auditoria. 
r:ollow

ing a carefully prescribed form
ula Sugim

oto sets up his large-form
at 

cam
era in an elevated position on the theatre's balcony, placed centrally and 

directly facing the scree n. W
hile the film

 is projected the cam
era's shutter 

rem
ains open and the duration of the film

 determ
ines the exposure tim

e of 
Ihe photograph. A

cting as the only source of illum
ination, the light reAected 

from
 the screen reveals the space that surrounds it, draw

ing out of the 
darkness the theatre's cavernous interior and its decorative encrustations. 
M

the sam
e tim

e the concentration of light from
 the film

 projector on the 
s< reen itself results in the over-exposure of the photograph leaving an 
IIl1ageless void at its centre. (Figure r) In som

e of the photographs from
 the 

r/lI'r,tres series the w
hite rectangle of the cinem

a screen assum
es a certain 

dt"nseness and solidity and thereby evokes com
parison to that paradigm

atic 
1<11111 of m

odernist abstract painting, the m
onochrom

e. In others, how
ever, 

IIIl' outer edges of the screen are breached by the ligbt em
anating from

 it, 
dISsolving its rigid perim

eters and threatening to engulfall m
atter caught 

w
llhin its glare. 

/\s w
ith Sugim

oto's other w
ork, the Theatres series runs counter to 

1',,'va;ling conceptions of photography's relationship to instantaneity and 
III II", photographic im

age as the record ofa brief and transitory m
om

ent in 
11111." H

ere the photograph is, in a literal way, the em
bodim

ent of tem
poral 

d,",.lion -
in a m

anner that has rarely been so since the infancy of the 
-
-
-
-

II ",dilll11 -
and equally it w

ould seem
 to dem

and of the view
er a form

 
"I ,lliL'ntion that also takes tim

e. 111is sense of the extension of tim
e as 

I III"
litutive of both the m

eans of production and m
ode of perception of 

i1,,' pholograph is all the m
ore significant in these im

ages since it is achieved 
•• 1 II", ,'xpense of cinem

a and the m
edium

 to w
hich photography is often 

,1111'< Ily contrasted. There is indeed a deep irony in the fact that each of 
Theatres photographs exists as a r suit of the expiry of a film

; 
,',111, ill 1:11(' borll frol11 the transiclil existcllcc oflhousallds of olher im

ages 
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that once brieAy Aickered across a cinem
a screen. Life is given to the 

photograph through the death of the film
. 

A
nyone in the least fam

iliar w
ith w

ritings on the history of cinem
a and 

w
ith som

e of the abiding rudim
ents of film

 theory w
ill im

m
ediately 

recogn ise the set of discursive term
s that Sugim

oto's Theatres photographs 
put into play and w

hich m
y description of them

 is intended to evoke. M
ost 

conventional histories of the origins of cinem
a, for exam

ple, tend to privilege 
its relationship to photography. W

hatever argum
ents m

ay be m
ustered on 

behalf of cinem
a's debts to literature and theatre, the technological bases of 

film
 have guaranteed photography a prim

ary role in any account of its early 
develo pm

ent and perhaps continue to inA
ect an understanding of film

 as 
being -

first and forem
ost -

a pre-em
inently visual m

edium
. B

ut the fact 
that photography and film

 have alw
ays been seen as closely intertw

ined has 
also proved to be the spur to differentiate betw

een them
. T

hat this process 
of the differentiation of photography and film

 has revolved around a 
polJrisation betw

een the still and the m
oving im

age, and the different 
tCIl'lJoralities asso iated w

ith each, shollid com
e 'IS no surprise. 

O
ne of the clearest exam

ples in the realm
 of film

 theory in w
hich 

photography and film
 are both seen as being intim

ately technologically 
"nd aesthetically connected yet ultim

ately ontologically distinct is Siegfried 
Kracauer's Theory of Film: The Redem

ptio" of Physical Reality. First published 
in [960, though largely dependent upon his extensive body of w

ritings on the 
cin em

a from
 the [930S, Kracauer m

akes plain his com
m

itm
ent to the notion 

o['unique and determ
inate properties of the m

edium
 early in the book. 

Significantly for m
y purposes here the opening chapter is devoted to, and 

sim
ply entitled, 'Photography' and K

racaucr uscs it to layout his ow
n version 

o/" m
edium

 specificity. M
edium

s differ, according to Kracauer, in term
s of 

'the degree of the elusiveness of their properties'. Som
ew

hat surprisingly he 
"rgues that painting d m

onstrates, through its historically varying m
odes of 

"pproach, 'to be least dependent upon fixed m
aterial and technical factors'.' 

T
he properties of photography, on the other hand, have proven to be 'fairly 

spe cific' and have therefore dem
anded com

pliance w
ith a set of basic aesthetic 

principles, the single m
ost im

portant being its 'realistic tendency'. W
ithin 

Ihc param
eters set by photography's 'realistic tendency' Kracauer goes on to 

Identify four m
orc particular properties that define the m

edium
 and w

hich 
liP calls its 'affinities'. T

he first of these is the capacity 'to render nature in 
Ihe raw, nature as it exists independently of us'.' Through this intrinsic 
,<,I"tionship to 'unstaged reality', photography com

es to lay stress upon 
'Il,e fortuitous', further still 'to suggest endlessness' and finally to reveal a 
1,'lldency tow

ards the 'indeterm
inate' and all that is 'unorganised and diffuse'. 

W
hilst reading K

racauer it is difficult to ignore the insistent claim
s for 

lilt' cam
era's unique abilities to 'record and reveal physical reality',J there is a 

II<'cd to counter the argum
ents of those w

ho have dism
issed his position as 

Iklt of a 'naive realist'. In the subtle shift, for exam
ple, from

 claim
ing the 

I'llotograph's natural affinity to 'unstaged reaLity' to the description of its 
IIlnate proclivity for the aleatory, 'for fragm

ents rather than w
holes', and for 

II,e fact of its inevitable incom
pleteness, there is the recognition that the 

"I,olograph fundam
entally transform

s that w
hich exists before the cam

era, 
.IIIe1 lhat in its inability -

one m
ight say its failure -to m

atch reality the 
"llotograph is revealed in its difference: 'Its fram

e m
arks a provisional lim

it; 
lis content refers to other contents outside the fram

e; and its structure 
d"lIoles som

ething that cannot be encom
passed -

physical existence." 
T

hus 
" Ihe photograph is -

as K
racauer claim

s at one point -
'the text of nature', 

II is the potential am
bivalence of that phrase that needs to be grasped. 

T
his applies equa lly to how

 Kracauer develops these argum
ents w

ith 
"'gard to film

. Sharing w
ith photography its technological basis in the optical 

..IId m
cchanical operations of the cam

era, film
 inherits from

 ils historical 

1 
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-
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ptlon 

"I 
RI'O/,Iy, Oxrord 

IJlllvel'Slly P'C"''), '960, P I) 

2 IbH
l, p.18 



predecessor its 'affinities' w
ith the 'unstaged', 'fortuitous', 'indeterm

inate' 
and sense of 'endlessness'. H

ow
ever, the single m

ost im
portant factor that 

distinguishes the tw
o m

edium
s is, of course, that film

 'represent[s] reality as 
it evolves in tim

e" and this tem
poral dim

ension is indissociable from
 film

's 
ability to capture m

ovem
ent. 

There is a sense that for K
racauer film

 is able to achieve a higher 
synthesis of the features, that is the 'affinities', that photography itself 
possesses but that in the end the difference betw

een the tw
o m

edium
s is not 

sim
ply relati ve but absolute. W

hat is denied to photography is seen as the 
defining characteristic of film

 and gives rise to a set of unique possibilities 
for representing 'physical reality' in aLi of its contingencies and transience. 
To this exclusively film

ic m
ode of representation of the raw

 m
aterial of 

experience K
racauer gave the term

 -
and, as w

e shall see, it is a significant 
one -

'the flow
 of life'. Indebted to the phenom

enology of Bergson and 
H

usse r!, the notion of ' the flow of life' w
as intended to unite K

racauer's 
theory of w

hat w
as specific to film

 as a m
edium

 w
ith his belief in the 

cinem
a's natural propensity for the actual and the eve ryday. The m

otif that 
encapsulated this convergence of form

 and content w
as that of the street. 

In a passage that directly sum
m

ons to m
ind the w

riting of his one-tim
e 

friend and associate W
alter B

enjam
in, Kracauer notes: 

The street in the extended sense of the word is not only the arena of fleeting 
im

pressions and chance encounters but a place where the flow
 of life is bound 

to assert itself Again one will have to think m
ainly of the city street w

ith its 
ever-m

oving crowds. The kaleidoscopic sights m
ingle w

ith unidentified shapes 
and fragm

entary visual com
plexes and cancel each other out, thereby 

preventing the on looker from
 follow

ing up any of the innum
erable suggestions 

they offer. W
hat appeals to him

 are not so m
uch sharp-contoured individuals 

engaged in this or that dejinable pursuit as loose throngs of sketchy, com
pletely 

indeterm
inate jigures. Each has a story, yet the story is not given. 1 nstead, an 

incessant flow
 casts its spell over the flaneur or even creates him

. The flaneur 
is intoxicated w

ith life in the street -life eternally dissolving the patterns w
hich 

it is about to form
' 

As m
uch as this m

ight be read as a description of the kind of visual and 
sensory encounters of the urban m

ilieu that are seen as synonym
ous w

ith 
m

odernity it is also clearly intended to evoke som
ething of our experience 

of film
 itself. The restlessness of the city street finds its direct analogy in the 

relentless m
ovem

ent of the film
, in the fluidity of the cam

era and the rapid 
spatial transitions of m

ontage. The 'flow
 of life' encom

passes the flux of 
reality and its appearance on the screen. The question is w

here does this 
leave photography? 

A
part from

 the opening chapter of Theory of Film
 the only other 

substantial text by K
racauer devoted to photography is an essay first 

pub lished in '927. K
racauer begins his essay by contrasting tw

o 
photograph s, one of a young film

 diva found on the cover of a current 
m

agazine, the oth er of a w
om

an of sim
ilar age but taken sixty years before 

and w
hom

 he identifies now
 to be a grandm

other. Possibly his ow
n. The 

glam
orous film

 sta r, like the illustrated publication on w
hich her im

age 
appears and the profession to w

hich she belongs, seem
s to em

body the 
m

odern. She belongs to a contem
porary consciousness, and the tim

e of 
the im

age is lodged firm
ly in the present. By contrast the other photograph 

is 'essentially associated w
ith the m

om
ent in tim

e at w
hich it cam

e into 
existence'. 7 W

hilst the w
om

an that it pictures m
ay still be know

n to those 
around her, the photograph itself can only testify to w

hat once w
as. In the 

ever-widening gap betw
een then and now

 m
eaning dissolves into 

'particulars' such as the w
om

an's cos tum
e that m

ay appear to us in its 
anachronis tic unfashionability as 'com

ical'. At the sam
e tim

e, how
ever, those 

w
ho gaze on such an im

age m
ay also feel a 'shudder'. For w

hat strikes the 
view

er is not only the inescapable fact that w
hat has passed can never return 

but also the inevitability that the m
aterial contingencies of the present w

ill 
sim

ilarly be engulfed by the Row of tim
e and w

ith it him
self: 

Those things once clung to us like our skin, and this is how
 property still 

clings to us today. W
e are contained in nothing and photography assem

bles 
fragm

ents around a nothing. W
hen G

randm
other stood in front of the lens she 

was present for one second in the spatial continuum
 that presented itself to the 

lens. But it was this aspect and not the grandm
other that was eternalised. A 

shudder runs through the beholder/viewer of old photographs. For they do not 
m

ake visible the knowledge of the original but rather the spatial configuration 
of a m

om
ent; it is not the person who appears in his or her photograph, but 

the sum
 of w

hat can be deducted from
 him

 or her. It annihilates the person by 
portraying him

 or her, and were person and portrayal to converge, the person 
w

ould cease to exist. g 
K

racauer goes on, how
ever, to suggest that the belief in the presentness 

of the im
ages that fill the contem

porary m
agazine is m

erely a veneer behind 
which w

e try to shelter from
 the inevitable: 

That the world devours them
 is a sign of the fear of death. W

hat the photo-
graphs by their sheer accum

ulation attem
pt to banish is the recollection of death, 

w
hich is part and parcel of ever m

em
ory-im

age. In the illustrated m
agazines 

the world has becom
e a photograph able-present, and the photographed present 

has been entirely externalised. Seem
ingly ripped from

 the clutch of death, in 
reality it has ,,,cCLImbed to it all the m

ore." 
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These passages could have been w
ritten by B

arthes w
ho -

fifty years later 
-

com
m

enting on a photograph of him
self noted that: 'U

ltim
ately, w

hat I am
 

seeking in the photograph taken of m
e ... is D

eath: D
eath is the eidos of that 

Photograph'. 10 Later in the sam
e text, how

ever, he extends the sentim
ent to 

the photograph in general, noting that 'how
ever lifelike w

e strive to m
ake 

it (and this frenzy to be lifelike can only be our m
ythic denial of an 

apprehension of death), Photography is a kind of prim
itive theater, a kind 

of Tableau V
ivant, a figuration of the m

otionless and m
ade up face beneath 

w
hich w

e see the dead.' 11 There is no need here to pursue in any detail the 
com

plex and often enigm
atic nature of B

arthes' m
orbid reRections on 

photography's intim
ate relationship to death w

hich have given rise to 
countless com

m
entaries. W

hat needs to be stressed, how
ever, is that in the 

course of w
riting about death as the eidos of photography, Barthes elaborates 

an argum
ent about the distinctive nature of the tem

porality of the photo-
graphic im

age, one w
hich he describes as resulting from

 'a perverse 
confusion betw

een tw
o concepts: the Real and the Live'. H

e continues: 
... by attesting that the object has been real, the photograph surreptitiously 
induces belief that it. is ali.ve, because of that delusion w

hich m
akes us attribute 

to Reality an absolutely superior, som
ehow

 eternal value; but by shifting t.his 
reality to the past ("this has been"), the photograph suggests that it is 
ail'eady dead. 12 
This paradoxical coexistence w

ithin the photograph of the 'Real', the 
authentication of a past-present, and the '[jve', the illusion of a present-
presence, B

arthes later describes m
ore sim

ply as the sim
ultaneity of the 

'this w
ill be' and the 'this has been' or, in m

ore m
acabre fashion, as a state 

ofa future anterior 'of w
hich death is the stake'. The latter provides the cue 

for B
arthes' response to a photograph of his m

other w
ith yet further and 

m
ore direct resonance w

ith the w
ords of Kracauer: 'I tell m

yself she is going 
to die: J shudder, like W

innicott's psychotic patient, over a catastrophe w
hich 

has already occurred. W
hether or not the subject is already dead, every 

photograph is this catastrophe.' I \ 
As I argue below

, B
arthes' attem

pt to account for ti,e distinctive 
phenom

enology of the photographic im
age through such contortions of 

gram
m

atical tense as that of the notion of a future anterior has not alw
ays 

led to discussions of photography w
ith such equally com

plex analytical 
am

bitions. W
hat needs to be stressed in the present context, how

ever, is that 
B

arthes reRections on photography contained in C
am

era Lucida and w
hich 

in essence are concerned w
ith tim

e (as m
uch as they are inseparable from

 
the sub ject of death) are conducted in direct dialogue w

ith the m
edium

 of 
film

. I ndeed, those passages of the text in w
hich he tackles the issue of the 

photograph's tem
porality contain repeated references to the cinem

a and it is 
clear that for Barthes it is only in the com

parative distinction w
ith the m

oving 
im

age that photography finds its inim
itable identity. The term

s of this 
argum

ent had been laid out m
uch earlier in w

riting on photography in The 
Rhetoric of the Im

age w
here he had described the unique tem

poral register of 
the photograph as being forged in 'an illogical conjunction betw

een the here-
now

 and the there-then.' From
 w

hich he goes on to deduce that 
the photograph m

ust be related to a pu.re spectatorial consciousness and not 
to the m

ore projective, m
ore m

agical fictional consciousness on w
hi.ch film

 by 
and large depends. This w

ould lend authority to the view
 that the distinction 

betw
een film

 and photograph is not a sim
ple difference of degree but a radical 

opposition. Film
 can no longer be seen as anim

ated photographs: the having-
been-there gives w

ay before a being-there of the thing ... " 
Bartlles' ow

n preferences fell sharply on one side of this divide. His 
dislike of narrative form

s, w
hich dem

and of the reader that he subm
it to 

the irreversible Row of linear tim
e, is in stark contrast to his fascination 

w
ith the stasis of the photograph that allow

s for an unrestrained m
ode of 

contem
plation. Thus w

hen Barthes chooses to w
rite about film

 he directs 
his attention to the film

-still, the individual photogram
, that -

once isolated 
from

 the Aux of its apparent anim
ation -

'scorns logical tim
e'. 15 

Leaving aside these personal prejudices B
arthes w

riting on photography 
needs to be understood in term

s of w
hat it takes [rom

, and gives back, to film
 

theory. As regards the form
er there is the unacknow

ledged debt to A
ndre 

Bazin. Like Kracauer's Theory of Film
, Bazin's m

ajor w
ork W

hat is C
inem

a? 
opens w

ith an essay devoted to photography. 'The O
ntology of the 

Photographic Im
age' serves to lay the theoretical foundations for Bazin's 

particular theory of cinem
atic realism

. Products of the sam
e technical m

eans 
of im

age production, photography and film
 partake in the unprecedented 

ability of the cam
era not only to reproduce the m

ere appearance of som
e-

thing but to capture the thing itself: 'N
o m

atter how
 fuzzy, distorted, or 

discolored, no m
atter how

 lacking in docum
entary value the im

age m
ay 

be, it shares, by virtue of the very process of its becom
ing, the being of the 

m
odel of w

hich it is the reproduction; it is the m
odel.' '" This said, how

ever, 
photograph and film

 diverge as to realism
's relationship to tim

e. Photo-
graphy's realism

 is one that assum
es a particular spatio-tem

poral character, 
one that Bazin im

plies through opening his essay w
ith reference to the 

origins of the visual arts in the prim
itive 'practice of em

balm
ing the dead'. 

Just as such funeral effigies attem
pted to preserve the appearance oflife -

'to snatch it from
 the Row of tim

e' -
so the photographs in a fam

ily album
 

t estify to 'the disturbing presence of lives halted at a set m
om

ent in their 
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duration, freed from
 the destiny'." 'Film

', on the other hand, 'is no longer 
content to preserve the eject, enshrouded as it w

ere in an instant, as the 
bodies of insects are prerved intact, out of the distant past, in am

ber. The 
film

 delivers baroque arirom
 its convulsive catalepsy.''" 

I f all of this foretells arthes, his ow
n form

ulation of the having-been-there 
of the photograph as oPlsed to the being-there of the film

, was taken up by 
his one-tim

e student C
hstian M

etz. Seizing on B
arthes' notion that the 

photograph can never teify to the presence of the object but only to the 
fact of its once having bm

 present, M
etz advances the argum

ent that film
 

overcom
es this lim

itatioa nd presents us w
ith an im

pression of reality 
w

hich is so m
uch m

ore ivid': 'The m
ovie spectator is absorbed, not by a 

"has been there", but by sense of "There it is"'. A
nd the reason that film

 
is able to convince us o[Je actual presence of som

ething, M
etz argues, is 

because of the appearan' of m
ovem

ent. The reasons that M
etz offers for 

this are m
ainly tw

ofold.lrstly, by presenting us w
ith successive im

ages 
of objects existing w

ithi8pace, m
ovem

ent lends them
 a greater sense of 

corporeality (w
hich for m

 is the m
easure of the real). In addition, how

ever, 
M

etz argues that w
hilst e m

ight assum
e that, rather as the photograph can 

only offer a trace of w
ha1aS been, so the film

 can only be 'the trace of a 
past m

otion', 
spectator alw

ays sees m
ovem

ent as being 
present'." The reason fothis, M

etz agues, is that w
hilst the differentiation 

betw
een m

aterial propeJt:s of an object and the form
 in w

hich they appear 
within visual representa>n are easily proven to exist -

the latter cannot for 
exam

ple be touched, an(ac tility for M
etz is the m

ost obvious m
eans by 

w
hich w

e can distinguisbetw
een the object and its im

age copy -
such a 

distinction 'dissolves onle threshold of m
otion."· M

otion, as it w
ere, can 

never be represented, it alw
ays m

otion_ 
Because m

ovem
ent is ,ver m

aterial but is alw
ays visual, to repm

duce its 
appearance is to duplite its reality. In truth, one cannot even "reproduce" 
a m

ovem
ent: one can .ly re-produce it in a second production belonging to the 

sam
e order of reality, J the spectator, as the first. It is not sufficient to say that 

film
 is more "living", "re "anim

ated" than still photography, or even that 
film

ed objects are m
or:m

aterialised". In the cinem
a the im

pression of reality 
is also the reality of irr.-ession, the real presence of m

otion. 'I 
W

hilst for M
etz -

ag)r Kracauer and Bazin -
cinem

a is technologically 
and aesthetically depenot upon photography, ultim

ately it is seen as 
ontologica lly quite 

The differences betw
een the tw

o m
edium

s 
appear as stark and abs(lte: on the one hand w

e have m
ovem

ent that not 
only is present but also 1ds to the inlage a 'presence' that is associated 
with life. and. on tit' otlr hand, w

e have a m
om

ent frozen in tim
e and an 

im
m

obility that is lodged w
ithin an ever-receding past that can only testifY

 
to an absence that carries w

ith it the spectre of death. 
This perception is not lim

ited to w
riters discussed here. Nor is it, I think, 

sim
ply confined to the relatively rarefied dom

ains of film
 and photographic 

theory. Yet clearly it is an orthodoxy that is open to being challenged, and 
perhaps necessarily so. In the case of the belief in the 'presentness' of film

 
this is easily done. Film

 shares the sam
e tem

poral properties of the index 
with the photograph and for all of its illusion of'here and now

' the film
ic 

im
age is equally prey to the passage of tim

e and the slow
 but inevitable 

recession from
 now

 to then. C
onsequently the spectre of death haunts the 

m
oving im

ages of G
reta G

arbo (if not the screen characters she played) as 
m

uch as it does the photograph of B
arthes' m

other. 
The dom

inant perception of the 'pastness' of the photograph has proven 
m

ore intractable, particularly in the shadow
 of the cloying m

elancholia of a 
post-Barth ian era of photographic theory. Elsew

here I have argued that one 
of the possible w

ays of countering this tendency lies w
ith understanding the 

photograph as a kind of perfonnative utterance, a m
eans by w

hich things 
are not so m

uch represented as sim
ply designated. n T

he idea that the pow
er 

of photography is as an act of ostentation, w
hich bestow

s significance on 
som

ething by pointing to it, has consequences for how
 w

e conceive of the 
tem

porality of the im
age. Ann Banfield has suggested that Barthes' attem

pt 
to account for the photograph in term

s of 'an illogical conjunction betw
een 

the here-now and the there-then' m
ight better be reform

ulated as 'This w
as 

now
 here'." H

ow
ever, thinking of the photograph's particular kind of 

referentiality as analogous to deixis anchors m
eaning to the im

m
ediate 

spatio-t em
poral context of the com

m
unicative act and to that w

hich is 
im

m
ediately present. In other w

ords 'This now
 here'. This m

ight lead us 
to conjecture that it is possible to conceive of the photograph as occupying 
w

hat has been referred to as an 'eternal present tense'. But perhaps better 
still w

e m
ight abandon the notion of tense altogether and conclude that 

w
hat the photograph offers us is pLUely and sim

ply 'This'. 
A

nother w
ay of exploring the relationship betw

een tim
e and the 

photograph has been suggested by Pet er W
ollen, w

ho is also dubious as to 
the exclusive association of the photograph with the past tense: 'C

learly there 
is no intrinsic 'tense' of the still im

age, any 'past' in contrast to the film
ic 

'present', as has often been averred_ Still photography, like film
_ .. lacks any 

structure of tense, though it can order and dem
arcate tim

e.''' In his short 
essay W

ollen tentatively lays out a schem
a for the analysis of various kinds of 

photography using w
hat linguistic theorists refer to as 'aspect'. W

hat theories 
of 'aspect' allow

 for, according to W
ollen, is the description and analysis of 
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photographs in term
s of 'states', 'processes' or 'events' in w

hich notions of 
change and duration, of the ordering and dem

arcation of tim
e, of narrativity 

and so forth, are still available but w
ithout necessarily being enm

eshed in 
the rigid polarisation of past and present tense. A

s W
ollen im

plies, and w
hat 

m
any of the essays in this volum

e also suggest, is that photography's 
relationship to tim

e is a far m
ore com

plex affair than is often granted. 
Som

ething of that com
plexity m

ight be gleaned from
 the study of those 

phenom
ena in w

hich one encounters the direct juxtaposition of the film
ic 

and the photographic, of m
ovem

ent and stillness, as w
ith Raym

ond Bellour's 
analysis of the occurrence of the im

age of the photograph in the certain 
exam

ples of classical narrative cinem
a. W

hilst Bellour grants that photo-
graphs represented as objects w

ithin a film
 are used to advance a story 

and that they are therefore caught up in the tim
e of an unfolding narrative, 

their appearance n onetheless is problem
atic for the film

's diegesis. In the 
exam

ples he gives, the photograph is used as an em
blem

atic m
otif around 

w
hich the plot of the film

 m
ight hinge (often at points in the narrative in 

w
hich the passage of tim

e is being m
arked through acts of rem

em
brance), 

yet at precisely this m
om

ent the tem
poral Aow of the film

 is arrested, its 
narrative m

om
entum

 suspended, albeit brieAy. At this point in w
hich 'the 

film
 seem

s to freeze, to suspend itself', the view
er is m

ade aw
are of tw

o 
kinds of tem

porality, that w
hich belongs to the film

 and the intrinsic forw
ard 

m
ove m

ent of the narrative, and that w
hich is the tim

e of view
ing the film

 
and w

hich carries the phenom
enological force of the here and now

. T
hus 

paradoxically it is the photograph caught on film
 that directs our attention 

to the present -
even as it functions w

ithin the narrative of the film
 in 

accordance w
ith its predom

inant cultural form
s to sym

bolize the past. 
The p"esence of the photograph, diverse, diffuse, am

biguous. thus has the effect 
of uncoupling the spect.ator from

 the im
age, even if only slightly, even if only 

by virtue of the extra fascination it holds_ I t pulls the spectator out of this 
im

precise, yet pregnant force: the ordina,y im
aginary of the cinem

a ... {tJhe 
photo thus becomes a stop within a stop, a ji-eezeji-am

e within a ji-eeze1m
m

e; 
between it and the film

 from
 which it eme"ges, two kinds of tim

e blend together, 
always and inextricable, but without becom

ing confused. " 
Extending this argum

ent, G
arrett Stew

art notes that Bellour's analysis 
is constrained by the cinem

atic phenom
ena he uses. T

he placing of a 
photogra ph as an identifiable object w

ithin the illusory space of the film
, 

even w
here that o bject m

ay be co-extensive w
ith the screen fram

e, w
hilst not 

w
ithout ram

ifications for film
's narrative spatio-tem

po ral diegesis, u
ltim

ately 
leaves it in place. W

hat Stew
art contrasts w

ith this phenom
enon of an 

i,"al4l'-w
ithin-an-im

age is the inst'ln 
C oftlw

 Inlc freezc-fram
e, w

here 

'11 ... difference in question is betw
een im

aged m
otionlessness and the 

"IIIItionless' im
age:'" It is only in the case of the latter, w

hen the elem
ental 

IIIIil of film
 itself -

a single photogram
 -

is isolated and then m
ultiplied and 

l"I>j('cted that the critical interrogation of 'the ordinary im
aginary of the 

,1I11'1I1a' is truly engaged. Since the freeze-fram
e is actual stasis, and not 

'II<'r.-iy its representation, its appearance on the screen is a m
om

en
t of 

III.IllIs. not only in the tem
poral m

om
entum

 of the film
's narrative bul also, 

1"''''lIlially, in the illusion of reality to w
hich it is bound. The freeze-fram

e, 
.1> ,'.II(,S Stew

art, allow
s the possibility of cinem

atic reA
exivity; although 

IIIIO'r('stingly this is achieved through som
ething that m

ight be deem
ed not 

III 1,,·long to the m
edium

 of film
 and one that m

ay take us outside of the 
1.11>1. W

ith the freeze-fram
e the film

 im
ages itself: T

h
e film

 has becom
e, 

',I> III speak, transparent to itself, but only in the m
om

ent, and at the price, 
"I ,Is G,ncelled succession, its negation as a m

oving pictu
re.' 1.7 

The notion of reA
exivity, w

hether one is concerned w
ith film

 or photo-
I\,.'pl,y or painting or w

hatever, has been central to theories of the m
edium

, 
""1"'( i'llIy to ideas about m

edium
 specificity. Indeed, w

e can observe that il is 
,n

dy Ihrough reAexivity -
or as C

lem
ent G

reenberg called it a process of ' self 
",ll( ism

' -
that il has been thought possible to identify those properties and 

I 1,.II.Irleristics that are peculiar and unique to it, in other w
ords, to define its 

·I'ss'·lIce'. Yet, it w
ould seem

 from
 Stew

art's exam
ple of Ihe freeze-fram

e that 
1I'11"xivity in film

 is best. or perhaps only, possible through the deploym
ent 

III " dl'vice that does not 'belong' to film
, one that runs counter to com

m
on 

,,,SI II II pi ions aboulthe m
edium

 and the centrality of m
ovem

ent to it. Stasis 
"' VII Ilial stasis in various guises, ranging from

 the lack of m
ovem

ent of the 
"lIlIvr;r to the fixity of objects placed before it, has alw

ays been regarded as 
III" II "'m

atic, as for exam
ple in the case of the appearance of the tableau in 

",I' Iy l'illem
a, as w

ell as later film
s by D

reyer and Pasolini. But the sudden 
,Ippv;rrance of the freeze-fram

e is, according to Stew
art, such a fundam

ental 
rr'[lim

e in the film
ic text, that it creates a kind of acinem

a. But if the freeze-
1,,,"1<' "I' the film

 does not belong to cinem
a is it photography? O

r is it neither? 
I Ihink that it w

ould be fair to say both BelloUJ-'s and Stew
art's argum

ents 
'''I'I,(;,le the key assum

ptions concerning the differences betw
een photo-

II' ''1 ,hy and film
 that I have outlined here. Botb, how

ever, also suggest a 
II iI'.1I IS of m

oving beyond the counter-posing of these tw
o m

edium
s by m

eans 
III., 1Ir:,noeuvre through w

hich each becom
es open to critique and analysis by 

lillg il to lerm
s of reference draw

n from
 the other. By proceeding on 

II ... 1,.lSis ofa dialectic rather than m
ere distinction the relationships betw

een 
1'1,,'hlW

al'l,y and film
, betw

een the still and Ihe m
oving im

age, are revealed 
III ,I III'W

 light. Philippe D
ubois m

akes the poinl succinctly: 

26 G
arrC'tt Stew

art, 'Photo· 
gravUle: Death, Photography 
Jnd rllm

 N
arrative', W

,df 
Angle. Vo1.9. no.6. 1987. p.17 
Stew

art expanded the 
first ralc;cd In

 thiS [',>say In
 hiS 

I.Her book Brtw
ei'IJ Film

 and 
Srfr.CII 

M
odern;sm

's PltolO
 

Sytl/l!rsis. U
nlvN

slty o( Chicago 
Prcs,>, 1999. See dlso fHS essay 
If 1 till'> vo

lun1e. 

27 Ibid
. P 19 



, It 
I 

',I"", 

I'" 

'" 

I think we have neIVer been in a better position to approach a given visual 
m

edium
 by im

agim
ing it in light oj another, through another, in another, by 

another, or like ancother. Such an oblique, off-center vision can frequently offer 
a better opening om

to w
hat lies at the heart oj the system

 ... The thing is to 
practice this kind OJJ oblique, sidew

ays approach deliberately. W
e m

ight begin 
w

ith this sim
ple id,ea: that the best lens on photography will be Jound outside 

photography. Thus;, to grasp som
ething oj photography we m

ust enter through 
the door oj cinem

a' (though it m
ay end up being rather the opposite). In short, 

we m
ust insert ourselves into the Jold (in Deleuze's sense), the intersection that 

relates the se two m
ledia so often deem

ed antagonistic. For exam
ple, is there 

anything that tells us m
ore or in a better w

ay about the fU
ndam

ental stakes oj 
the photographic i,m

aginary than, say, Antonioni's Blow
 U

p, the hallm
ark 

film
 i.n this area? (O

r anything m
ore central than Chris M

arker's La Jetee Jar 
understanding phO

Jtographically the nature oj cinem
a (and vice versa?). A

nd 
in theoretical and ,aesthetic term

s, is the film
 fram

e (photogram
m

e) not som
e-

where near the healrt oJthe Jold, in other words beJore an "un-nam
eable" object 

that is sim
ultaneO

lusly beyond photography and beJore the cinem
a, m

ore than 
the one and less th,an the other, w

hile being a little oj both at the sam
e tim

e. '" 
W

hat D
ubois adw

ocates here as critical m
ethod can I think be readily 

transposed to describe the practices of a num
ber of contem

porary artists 
w

hose w
ork m

ight b,e described as exploring w
hat lies 'betw

een' photography 
and film

 and the interstices of the still and m
oving im

age. W
hilst the 

foundations for suchl an exploration w
ere laid by a generation of artists 

w
orking w

ithin the p>aram
eters of 'structuralist' or 'm

aterialist' film
m

aking 
in the ea rly '970s, tm

e possibilities opened up by the technological 
developm

ent and greater accessibility of video in the 1980s proved crucial. 
A

s has often been noted the dom
estic V

C
R

 had a significant im
pact upon 

the prem
ises and halbits of cinem

a spectatorship and television view
ing. A

s 
a recording device true V

C
R

 freed view
ers to w

atch w
hat they w

anted, w
hen 

they w
anted. But in a.ddition to this capacity to 'tim

e-shift', video m
achines 

soon also offered the' m
eans to m

anip ulate playback. The ability to fast-forw
ard 

or reverse the Row
 off im

ages, to vary the speed or freeze an individual 'fram
e', 

or Sim
ply to be able t(O easily and im

m
ediately re-view

 som
ething, fundam

entally 
altered our relationship to the screened im

age. In the hands of artists in 
partirular the V

C
R

 b<ecam
e a tool w

ith w
hich to dism

em
ber the m

oving im
age 

and, through that prrocess, produce new
 tem

poralities. It is not w
ithout 

significance that w
ithin the possibilities for the m

anipulation of tim
e opened 

up by video it is expltoration of the processes by w
hich the cinem

atic im
age 

is slow
ed dow

n or em
tirely stilled that seem

 to have been a prim
ary focus of 

alieni ion am
ongsl conlem

porary artisls. "J 

M
ore recently digital technologies have further eroded the boundaries 

I",lw
een the still and m

oving im
age in term

s of their production, distribution 
.1I1e1 reception. W

hilst the sam
e cam

era (and even m
ost cell phones) is 

"'1'able of recording m
oving and still im

ages, perhaps the m
ore far reaching 

,,,"sequence of sud1 developm
ents is that w

e are m
ore likely to encounter 

1>,,1 h kinds of im
age through the 'interface' of an electronk screen. Since 

II is arguable that a conception of photography in term
s of the atom

isation 
"f

lim
e, its freezing of a singular m

om
ent isolated and abstracted from

 the 
!\-Illporal R

ow
and posited as past, is coincident with the form

 of the 
pholographic print as a palpable object, w

e m
ight ask w

hat is the effect of 
lItis 'dem

aterialisation' of the photograph? Is it that stripped of its tangible 
1l1,IIL'rial support and its 'objectness' as som

ething that can be held in the 
1,,111(1, the photograph as it exists on the m

onitor screen appears to us 
pnhaps as som

ething m
ore anim

ate, m
ore present? 

Ii is clearly the case that the rapid and dram
atic technological changes 

1i',11 "ave im
pacted upon both the m

eans for the production and 
dISsem

ination of the im
age have m

ajor im
plications for the w

ay in w
hich 

w
,' ,'xperience and conceive of tim

e, It also seem
s possible, perhaps likely, 

111,,1 Ihe distinctions betw
een the film

ic and the photographic, betw
een the 

Illovillg and the still im
age, that have dom

inated the dom
ains of both film

 
,II III photography theory until recently, w

ill w
ither in the face of these 

I""found shifts in the com
plex technology of the visual. H

ow
ever, for the 

""""cn
l-

and it is possibly both a brief and fragile m
om

ent -
the notion of 

III<' 'photograph' and the 'film
' rem

ain w
ith us and it w

ould seem
 that w

ith.in 
I I"s space the concept of the m

edium
 rem

ains necessary and useful. 
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Real Tim

e: Instantaneity and the Photographic Im
aginary 

M
arl' A

nn D
oane 

III 1898 H
enri Poincare w

rote, 'W
hence com

es the feeling that betw
een 

:lIly tw
o instants there are others?' Ironically, this question, w

hich takes for 
granted the reality of the concept of the instant, em

erged in the course of 
,III essay challenging the B

ergsonian argum
ent that w

e have an intuitive 
'" Iderstanding of tim

e, particularly of the notions of duration and 
sill1ultaneity, that can act .s the ground of a scientific epistem

ology.' But 
11,0 instant, for Poincare, along w

ith our notion of tim
e in general, w

as a 
Illoroughly psychological concept and rem

ained unproblem
atic only so long 

.IS it rem
ained within subjectivity, w

ithin consciousness. A
n instant w

as a 
'rl'lI1em

brance capable of classification in tim
e.' It had nothing to do w

ith 
111l' present but w

as instead steeped in m
em

ory, the antithesis of life and 
I'rc'scnce: 'It is only w

hen tbey tbus have lost all life that we can classify our 
II ",m

ories in tim
e as a botanist arranges dried flow

ers in his herbarium
." 

0
111' slrong sense of the continuity of tim

e is based on a w
ager that our 

II "'1I10ries are finite and can never blanket tbe w
hole of tim

e, that betw
een 

"" r rnem
ories of any tw

o instants, there w
ill alw

ays exist m
ore. 

II is striking that Poincare aligned the instant so intim
ately w

ith m
em

ory, 
d,·alil. the inorganic, and the past at the m

om
ent w

hen the cinem
a w

as 
1"'llSform

ing the past instant of photography into a form
 of scintillating 

1" "sonce, of fluid and life-like m
obility. U

ntil ,895 it w
as photography that 

W
.IS Ihc privileged representational technology for the visualization of tim

e, 
II", illdexical guarantee, as Roland B

arthes w
ould have it, ofa 'that-has-

11''1"11.'' But the cinem
a, w

ith its celebrated ability to record m
ovem

ent, 
'W

I i:dized photographic instants, in1buing them
 w

ith an invisibility crucial to 
II,,· IIlaintenance of its illusion. The instant -

em
bodied in the film

 fram
e

-
II II lSI disappear in order for m

ovem
ent to em

erge. N
evertheless, I w

ill argue 
11,.11 1101 only is the stiLi im

age the m
aterial substrate of the film

 m
edium

 but 
liS .ISpiralion to instantaneity, its ideological investm

ent in transform
ing tim

e 
1111" a Iypc of property, a langible com

m
odity, shadow

s the cinem
a and 

1".,,1,,·, 0111 to inform
 a contcm

porary digitalized understanding of 
II'tllpora

lily 
well. 
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Instantaneity today seem
s m

ost persistently and com
pellingly incarnated 

in the concept of 'real tim
e', w

hich is ubiquitous, used prim
arily to convey 

a sense of the capabilities of new
 m

edia, of new
 com

puter technologies 
with specific and distinctive relations to tem

porality. The O
xford English 

Dictionary (Second Edition, '989) defines real tim
e as 'the actual tim

e 
during w

hich a process or event occurs, esp. one analyzed by a com
puter, 

incontrast to tim
e subsequent to it w

hen com
puter processing m

ay be done, 
a recording replayed, or the Hke.' In other w

ords, real tim
e is the tim

e of 
the now

, of the 'taking place' of events -
it is specifically opposed to the 

subsequent, the 'after.' Idea lly, in real tim
e, there w

ould be no gap betw
een 

the phenom
enon and its analysis. C

urrent definitions of real tim
e tend to 

em
phasize speed of response or reaction tim

e, suggesting that interactivity, 
or the aspiration to interactivity, is w

hat distinguishes com
puter real tim

e 
from

 film
 or television real tim

e e.g., 'real tim
e operating system

s are 
system

s that respond to input im
m

ediately"'; 'Real tim
e is a level of com

puter 
responsiveness that a user senses as sufficiently im

m
ediate or that enables 

the com
puter to keep up w

ith som
e external process .. ." 

H
ow

ever, these 
definitions of com

puter real lim
e also expansively include those of film

 
and television as w

ell. Real tim
e in digital term

s w
ould then include both 

continuity (the one to one relation betw
een film

 tim
e and everyday tim

e 
prom

ised by the cinem
a) and instantaneity (the speed of access, the 

sim
ultaneity of event and reception prom

ised by television). But in addition, 
digital real tim

e, thm
ugh the concept of interactivity, w

elds the user's tim
e to 

the concept of real tim
e. The lure of the internet is the lure of connectivity, 

of being in touch, of synchronicity, and of availability -
24/7/365: 24 hours 

a day, 7 days a w
eek, 365 days a year. In this w

ay, although the space of the 
internet m

ay be superbly virtual, its tim
e lays claim

 to the real. 
The concept of real tim

e is itself. of course, a denial of m
ediation, of the 

very presence of the technology. Indeed, it is arguable that the concept of 
the real, and hence of real tim

e, only em
erges w

ith capitalism
's historical 

insistence upon an intensified m
ediation. 'Real tim

e' is com
pensatory -

it 
m

akes up for a lack produced by representations at a distance, deracinated 
r epresentations, w

hich appear to circulate freely. 'Real tim
e' allow

s the 
subject to experience the tim

e of the event's ow
n happening, any technical 

tem
poral difference being reduced to a bare m

inim
um

. The very idea of a 
tim

e that is real presupposes an unreal tim
e, a technologically produced 

and m
ediated tim

e. 'Real tim
e' suggests that represented tim

e (w
hether 

m
echanical, electronic, or digital) can be asym

ptotic to the instantaneous -
w

ith no del ay, no distance, no deferral. A
nd, as Jacques Derrida has pointed 

O
il!. only lechnics can bring out the 're:,( tim

e effect.· 

A
n extraordinarily extended technical reproducibility selves to m

im
ic 

living Aux, the irreversible, spontaneity, that w
hich carries singularity aw

ay 
in the m

ovem
ent of existence w

ithout return. W
hen w

e w
atch television, w

e 
have the im

pression that som
ething is happening only once: this is not going 

to happen again, w
e th

ink, it is 'living,' live, real tim
e, w

hereas w
e also know

, 
on the other hand, it is being produced by the strongest, the m

ost 
sophisticated repetition m

achines." 
The difficulty for Derrida, of course, is that this effect of real tim

e is only 
an intensification of that w

hich alw
ays already characterizes our sense of the 

present m
om

ent or presence in general: the play of diffirance is the guarantee 
that this presence is alw

ays riven by del ay and deferral. The question is, 
how

ever, w
hat constitutes the historical specificity of this technologically 

m
ediated real tim

e, w
hat is the lure of its prom

ise of instantaneity, of its 
disavow

al of repetition, its insistence that events happen 'only once'? 
The historical predecessor of tl,is desire for instantaneity is undoubtedly 

photography, but not photography in its earliest form
s, w

ith its em
phasis 

upon the im
pressions and durability of tracings of light but photography as 

it strove for the registration of the sm
allest unit of tim

e, the fastest possible 
s hutter speed, and the fixing of m

ovem
ent in the constrained fram

ew
ork of 

the instant. A
round 1880, the introduction of gelatin-silver brom

ide plates 
m

ade poss ible snapshots w
ith an exposure tim

e of 1/25 of a second, re-
orienting photography tow

ard the instantaneous, those m
om

ents of tim
e or 

of m
ovem

ent that w
ere not necessarily available to the naked eye. For W

alter 
B

enjam
in, the quintessential action of m

odernity w
as the snapping 

of the cam
era: 

O
f the countless m

ovem
ents of sw

itching, inserting, pressing, and the like, the 
'snapping' of the photographer has had the greatest consequences_ A touch of 
the finger now

 sufficed to fix an event for an unlim
ited period of tim

e. The 
cam

era gave the m
om

ent a posthum
ous shock, as it w

ere.' 
Yet, for B

enjam
in, there w

as som
ething obscene about the 

instantaneous, the contraction of tim
e to a point, tl,e speed and consequent 

oblivion associated w
ith bolll urban space and m

odern technologies -
hence 

his nostalgia for the daguerreotype w
ith its relentless duration, as Illough the 

slow
ness of an etching w

ere required to do justice to the peculiar qualities 
and texture of light. The daguerreotype w

as a lost object for m
odernity, 

,,(w
ays already historical and of anotl,er age; it not only took tim

e but it 
('ndured in the m

idst of an era already com
m

itted to the ephem
eral. its value 

w
as a function of the slow

ness of its exposure, its status as a kind of w
ork. 

For Benjam
in there w

as som
ething pre-m

odern about the sheer length of 
I illlc required for a sitting: 'The procedure itself caused the subject to focus 
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his life in the m
om

ent rather than hurrying on past it; during the 
considerable period of the exposure, the subject as it w

ere grew
 into the 

picture, in the sharpest contrast w
ith appearances in a snap-shot...'. The 

daguerreotype could still be classed w
ith that w

hich lasts: 'the very creases 
in people's clothes have an air of perm

anence', he noted.' The technique 
itself of the snapshot, on the other hand, its slavish em

brace of speed and 
the m

om
entary, fits w

ell w
ith a throw

aw
ay culture and the reduced life span 

of its inform
ation. 

Beyond the question of tbe speed of the apparatus, the pow
er of 

instantaneous photography has alw
ays been aligned w

ith the question of the 
representability of m

ovem
ent. M

ore sensitive em
ulsions and faster shutter 

speeds enable the division of m
ovem

ent and gesture into their sm
allest 

possible increm
ents. Perhaps this is w

hy instantaneous photography has 
been consistently allied with a form

 of quasi-scientificity, a desire to analyze, 
dissect, and break dow

n m
ovem

ent into its barely recognizable, alien 
com

ponents -
M

ach's bullet, M
uybridge's horses, M

arey's birds. M
uybridge's 

photographs of horses in m
otion struck obse rvers as ungainly, unaesthetic. 

the obverse of notions of the beautiful -
their uninviting authenticity being 

Iheir m
ost salient feature. M

arey's obsession w
ith the legible instant led to 

Ihe excision of any background detail and the reduction of the body to a 
skeletal fram

ew
ork in geom

etric chronophotography. 
Yet the irony of instantaneous photography is that its celebrated capability 

of representing m
o vem

ent is attained at the expense of m
ovem

ent's 
pet rification and paralysis. The perfect expression of m

ovem
ent becom

es 
m

ovem
ent's ow

n antithesis. Perhaps this paradox explains w
hy instantaneous 

photography prope lled m
echanical reproduction into the era of the cinem

a, 
w

here m
ovem

ent looked like m
ovem

ent and any aspir ation to scientificity 
w

as sacrificed. Instantaneous photography both reveals and hence corroborates 
Ihe stillness of the photographic im

age and acts as the condition of possibility 
of the film

ic illusion of m
ovem

ent. 
I n an attem

pt to unravel the com
plexity and the specificity of photo-

graphic tem
porality, Thierry de D

u ve argues that there are tw
o apparently 

separate categories of photographs that in reality m
erge and inform

 our 
experience of any photograph: the snapshot and the tim

e exposure. The 
sn"pshot, in its punctual suddenness, is 'event-like.' The tim

e exposure is 
m

osl exem
plar ily the funerary portrait (but could be any portrait), in w

hich 
'1I,e p"sttense freezes in a sort of infinitive.' The subject is dead, but forever 
Ihere, present. The tim

e exposure is alw
ays haunled by the past, by 

,'crllel1lbrance, by a w
ork of m

ourning. The snapsl,ol, on Ihe other hand, 
"II,"odies" form

 of Ira lim
a linked 10 Ihc' ill"(lI'ssi"ilily "rlhl' presenl-

w
e 
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view
 the event or m

ovem
ent represented before it is com

pleted and 
sim

ultaneously l ong after it has happened. The discus that is being throw
n, 

frozen in the air, w
ill never land, yet it has nevertheless already landed. The 

traum
a of the snapshot is hence 'the sudden vanishing of the present tense, 

splitting into the contradiction of being sim
liltaneously too late and too 

early," 
m

uch like Barthes' reading of Alexander G
ardner'S r865 Portrait of 

Lewis Paylte: 'H
e is dead and he is going to die .. .'H

I 
Tw

o pairs of photographs help to layout these distinctions m
ade by 

de O
uve. In O

ag A
lveng'; The Photographer Shoots Him

sel{(r981), the 
photographer'S nude body hovers precariously over a vast body of w

ater, 
perched on a clifT and seem

ingly headed in a dive [or the water, his hand 
gras ping the rem

ote shutter release that he has apparently just activated 
(Figure 2). The pose is, indeed, an im

possible one: a body on the edge, 
defying gravity, in a position accessible only to instantaneous photography. 
O

r perhaps m
ore accurately, this is the antithesis of a pose, since it cannot 

be held for any length of tim
e. Julia M

argaret C
am

eron's 1867 Portrait of john 
Herschel (Figure 3), on the other hand, w

ith its soft focus and attentiveness 
to the com

plex features, Jarticularly the liquid eyes, of its subject, invites 
extended contem

plation. Tim
e is w

ritten into the im
age and it prom

ises m
ore 

to the studious gaze. It is as i[there w
ere a depth to w

hich the stillness of 
the face gives access, but only through the expenditure of tim

e. In A
aron 

Siskind's Terrors and P/.easures of Levitatiolt (1961) there is nothing to be 
gained by prolonging the look. The photograph is grasped in an instant, its 
signification exhausted alm

ost im
m

ediately (Figure 4). The body, like that in 
Oag Alveng's im

age, is suspended in m
id·air, never to be grounded. W

ithout 
background, it is further disengaged from

 any natural order -
sim

ply there. 
The shock of the instant lies in its im

plausibility. O
n the other hand, the 

w
om

an in a m
id·nineteenth century daguerreotype (Figure 5) exudes 

com
posure and stability, as though she had 'grow

n into the picture' in 
Benjam

in's term
s. This :s a pose for a portrait and requires all the stillness 

the subject can m
uster. But in a sense this im

age, in its prom
ise of 

perm
anence and endurance, anticipates and already instantiates her death. 

W
hile the snapshot cakes m

ovem
ent as its referent but betrays it through 

its petrification, the tim
e exposure has stiLlness or death as its referent but 

transform
s it into a reCLrrent tem

porality of m
ourning or nostalgia. The 

instantaneity of the snapshot is like a blow
: 'T

he snapshot steals the life 
outs ide and returns it as death. This is w

hy it appears as abrupt, aggressive, 
and artificial, how

ever cJnvinced w
e m

ight be of its realistic accuracy.''' The 
aesthetic of the snapshot is sharpness of focus -

the faster the shutter speed, 
the 

ri'per the outline orthe body in nlOVL'rnl'lI\' the m
ore striking its 

111 pture of tim
e's Aow. The softer focus of the tim

e exposure, on the other 
1!:lnd, is a signifier of tim

e's duration, of the tim
e of im

printing that 
slIpports the leisure of contem

plation. According to de O
uve, our experience 

or the photograph does not resolve this polar opposition betw
een m

odes of 
looking but initiates an oscillation, m

ore or less w
eighted as the photograph 

"'lIds tow
ard the snapshot or the tim

e exposure. The aspiration of 
IIlStantaneous photography, from

 this point of view
, w

ould be the draining 
oi" all traces of the past and the attainm

ent of an im
possible presence in the 

,,,rill of an uneasy, stuttering balance betw
een the past and tbe future. 

The cinem
a, how

ever, rejects the petrification of the snapshot by 
'"

lIccaling its ow
n dependency upon the still im

age, the photogram
. The 

.I,,·toric that greeted the cinem
a celebrated its inscription of m

ovem
ent, its 

'tI,.·likl' properties. It was life that was the obsessive concern of biology and 

Figure 4 
Aaron Siskind, Terrors and 
Pleasures oj Le",jtat;on, 1961. 
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physiology in the nineteenth century and m
ovem

ent w
as its prim

ary 
signifier. M

ar ey, w
hose w

ork w
as foundational for the em

ergence of cinem
a, 

m
aintained that 'm

otion is the m
ost apparent characteristic of life; it 

m
anifests itself in all the functions; it is even the essence of several of 

them
.''' T

he autopsy w
as therefore incom

patible w
ith the study of living 

system
s; and ultim

ately, the death-like pose of pbotographic portraiture 
resist ed the desire to represent life. Life is antithetical to classification -
taxonom

y is predicated upon the loss of life, the dried-out A
ow

ers of 
Poincare's botanist. Life is alw

ays aligned w
ith that som

ew
hat cacophonous 

present that resists the reduction of com
plexity. In cinem

atic projection, the 
fram

eline that reveals the divisi on of tim
e into distinct instants m

ust vanish. 
The em

ergence oflife as an epistem
ological category central to m

odernity 
is opposed by Foucault to a Classical period in w

hich being is know
able 

through an im
m

ense table of categories: 
Classi.cal being was without flaw; lift, on the other hand, is without edges or 
.,hading .... Being was posited in the perpetually analyzable space oj 
representation; lift withdraws i"to the enigm

a oj a Jorce inaccessible in its 
esse/lce, apprehendable Dilly ill 11,. e.Do,·IS il. m

akes here arid tltere to m
anifest 

lIllll IIW
illla;1'I itself1 \ 

T
he irreversible tem

poral Aow of film
 ensures that its grasp by the 

spectator IS never sure, that it constitutes only a Reeling m
em

ory that never 
slabilizes. M

uch like life. The reified term
s 'life-like', 'true-to-life', and the 

"ppealto 'life itself' constitute the ultim
ate rebuttal, censoring all argum

ent, 
"ppeaitng to a universal, undifferentiated, and undeniable experience shared 
I)ya ll. 

N
evertheless, as has been provocatively argued by G

arrett Stew
art, the 

'p<,ctre of death em
bodied in the individual film

 fram
e does not cease to have 

'Is effects." The haunting offiJm
 by photography is structural: as Deleuze 

[lilillts out, 'the cinem
a is the system

 w
hich reproduces m

ovem
ent as a 

IIIlIelion of any-instant-w
hatever, that is, as a function of equidistant instants, 

, .. lecled so as to create an im
pression of continuity.''' Technically, the cinem

a 
W

.IS h,stoncally dependent upon the invention of instantaneous photography. 
1\IIlllhroughout ,ts ow

n history it has conSistently returned to photography 
.IS" pl'lvlleged generator of epistem

olOgical dilem
m

as that cannot fail to 
I' ",1:1I11inate film

 as a form
 as w

ell. W
e m

ay consider here film
s as diverse as 

1\"1,,"ioni's Blow-Up, Ridley Scott's Blade Runner, H
oUis Fram

pton's Nostalgia, 
,II ILl M

,chael Snow
's W

ave/ength, w
here the photograph constitutes the 

I",,,"ise ofa plum
bable depth but w

hile offering only the opacity of an 
III'lw

ilelrable surface, reducible to increasingly unreadable units. 
Yd

. in these film
s, photography is them

e, subject m
atter, or content. 

,',.d.-ly_ ellsconced w
ithin the im

age or narrative, photography is dealt w
ith as 

"" II,k-rior discourse, the object of the film
's m

ore know
ing analysis. Film

s 
Ii '.01 O'"acl the inextricability of cinem

a and the photographic, on the other 
",II,d. rev.eal m

ore explicitly w
hat is at stake for the cinem

a's inscription of 
II·II'l'oral,ty. The best know

n exam
ple, perhaps, is C

hris M
arker's La JeUe 

("'(".). w
hose narrative about tim

e, m
em

ory, and a dystopic future is 
"

""I" i,,,<./ of a series of m
ostly still im

ages, each instantaneous, each 
"'l'ly'"g a continuing action or event, yet oruy one of w

hich contains any 
I""VI"

"""I: w
hen the w

om
an of the protagonist's childhood m

em
ory, lying 

II I",d. "pens her eyes to behold the spectator. This m
om

ent of im
agistic 

It''II''<lI:''''C
'ly m

arks the event of m
ovem

ent as erotic in its presence and 
II"" "'1"''' y. som

ehow
 outside of tim

e. T
he film

ing of individual fram
es of 

Iii", III 1.11 Jl'li" risks an infinite m
ise-en-abym

e, a vertiginous oscillation of 
'1IIIv"II"'III a nci stillness. It is the cinem

atic im
itation of stasis, the 

1II",.rI".'1 i,," of Ihe cliche, 'tim
e stands still.' This apparently avant-garde 

IIItll.·d
llll·, II()w

cver. characlerizes m
om

ents in even the m
ost conventional o

f 
IIIII'N, w

l"'""vl'r Ihe cinem
a m

im
ics photography, sacrificing its trum

p card 
"IIIII)VI'II"'III 10 pay hom

age to slillness. II is arguable that this happens 
III'III'VI" 

11,,·1''' is a close-up. an enlargem
enl and. frequenlly a freezing of 
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space at the expEnse of the forw
ard m

ovem
ent of the narrative. In Rouben 

M
am

oulian's Q
"een Christina (1933), the final shot is a slow

 track in to an 
extrem

ely tight close-up of G
arbo w

ho, having lost both lover and country, 
takes up her resolute position at the helm

 of the ship. A
ll m

ovem
ent is 

m
arginalized, 

only by the w
isps of hair and collar blow

ing in the 
w

ind, but the fa(e itself has the inertness of m
arble. (Figure 6) In its tightest 

position, the c!o;e-up reveals a face w
hose m

obility is not com
prom

ised by 
the sLightest tic, thw

arting even the blink of an eye that signifies cinem
a in 

La Jetee. H
ere W

i are confronted w
ith the cinem

a's m
im

icry of photography: 
in this case, of tpe tim

e exposure discussed by de D
uve. The close-up in this 

instance blocks :he conventional access to interiority provided by the face 
w

hile m
aking trat interiority m

ore m
ysterious and desirable thID

ugh its 
unreadability, itl refusal to be w

ritten across the features. 
M

ore recenuy, som
e contem

porary artists have directly confronted the 
dialectic of stasS and m

obility that inform
s photography, cinem

a, and new
er 

tim
e based technologies such as video, television, and digital m

edia. For 
exam

ple, M
arti, A

rnold's Cinem
nesis series, especially his piece touchee 

(198 9), directly engages w
ith the radical tension betw

een stillness and 
m

ovem
ent w

hi,h subtends the cinem
a. A

rnold uses a hom
em

ade optical 
printer to disseit m

otion into its sm
allest cinem

atic com
ponents and to 

experim
ent w

ill varying speeds and w
ith the repetition of fram

es so that 
m

ovem
ent seens to vibrate, to pulsate, to stutter. In piece touchie, for 

instance, an 18,econd shot from
 The H

um
an Jungle (Joseph M

. N
ew

m
an, 

'954) is stretchld to fill the 15 m
inute duration of the film

. A
rnold deliberately 

chose one of 
m

ost banal and fam
iliar of H

ollyw
ood dom

estic scenes -
a husband retu'ning hom

e from
 w

ork, greeting and kissing his patiently 
waiting w

ife. (Bgure 7) But everyday actions that form
 the banal infrastl1lcture 

of narrative, su:h as opening a door and entering a room
, seem

 interm
inable 

as bodies m
oveforw

ard and backw
ard in increm

ental stages, and photogram
s-

instead of sm
o.thly accum

ulating in the service of the illusion of m
ovem

ent 
_ seem

 to collile. The w
ork of the optical printer translates each m

ovem
ent 

into a potential catastrophe, a neurotic gesture revealing a profound psychic 
disequilibrium

 A
rnold describes the experience of w

atching another scene 
['rom

 this film
 

)Il a com
puterized projector, 'At a projection speed of four 

fram
es per se c>nd the event w

as thrilling; every m
inim

al m
ovem

ent w
as 

transform
ed irto a sm

all concussion.''' In dislocating the fram
e from

 its 
IIorm

alized lin'ar trajectory, piece touchee reasserts the explosive instantaneity 
"tthe heart of:inem

atic continuity. The recurrenl frustration of the 
""com

pleted r,ovcm
ent here m

irrors Ihal of Iltc inslantaneous photograph. 
i\n,old's w

ork in ils perverse rc-em
bodi'''''III (If III\' d"sire IIf M

arcy and 

M
llybridge, seem

s to literalize Benjam
in's 'optical unconscious.' The goal 

I,('re is to see differently, indeed, to see more. Yet, in the process of 
dism

antling the deceptive naturalness of cinem
atic m

ovem
ent, the film

s 
II'vcal that m

ovem
ent's grounding in a spastic m

echanicity, a series of violent 
Ilisiantaneities m

asquerading as flow. 
I n a som

ew
hat different vein, U

te Friederike Jurss, m
akes use of digital 

'"
lnpositing to produce a video installation, You Never Know the W

hole Story, 
w

llich m
odels itself upon a series of still photographs derived from

 new
spaper 

jlllirnalism
. The verisim

ilitude the piece strives for is a form
 of m

edia 
1I'"lism

, a fidelity to new
spaper photography. In a structure rem

iniscent of 
" Ill/J/ea." vivant, the figures in the video (all played by Jurss herself) assum

e 
I Ii<-poses of the figures in the journalistic photos, appearing to be caught in 
111l' Inidsl of an event, on the brink of an action, m

uch like the subjects of 
IIlsl:rlllancous photography. O

nly here, the m
edium

 of video im
parts a sense 

Figure 6 
Film

 still, Q
ueen Christina, 

Rouben M
am

oulian, '933-
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of presence through the slight w
averings and trem

blings of the figures, the 
occasional blink of an eye. It is striking that the presence or absenceofa 
blink of the eye should be so critical to texts as diverse as Q

ueen Chnstm
a, 

La Jetee, and You Never Krw
w

 the W
fw

le Story and that it should act as the 
prim

ary signifier that w
e are in the presence of a tim

e-based m
edIum

. For 
the idiom

atic phrase, 'in the blink of an eye', is colloqUially understood as 
instantaneity, im

m
ediacy. Fusing the body and tem

porality, that bhnk IS the 
corporeal m

easure of tim
e's m

inim
al unit. You. Never Know the W

hole StOlY 
invokes the look of ' real tim

e' or live broadcastll1g and altICulates It W
Ith 

the stasis of journalistic photography, w
hich purports to present special, 

exem
plary m

om
ents, poses that concisely stand in for the new

sw
orthy event. 

A
s U

rsula Frohne points out, 'This "real tim
e" effect IS evoked and even 

deliberately m
anipulated by the superficial qualities of the im

ages show
n 

her e, but the prom
ise is never delivered. For im

ages that have the texture 
of electronic broadcasting m

edia, but do not m
ove, are an unusual 

experience for us.'17 
W

hy does photography find itself at the turn of the tw
enty-first century 

the object of a sustained m
im

icry on the part of m
edIa that have apparently 

surpassed it technically in their access to a heightened effect of the real? 
Phot ographic instantaneity w

ould seem
 to be antIthetICal. to w

hat w
e call 

tim
c-based m

e dia, w
hich, beginning w

ith cinem
a then Vldeo and televIsIOn 

'I!ld now
 digital m

edia have the distinctive capability of represenbng 
m

ovem
ent and duration. It m

ight 
productive to look m

ore closely at the 

concept of instantaneity and its m
eanings across the different m

edia. In 
Glm

 and photography, instantaneity nam
es the relation betw

een the object 
(usually in m

otion) and its representation -
the tim

e lag betw
een the event 

:rnd its record shrinks so that they becom
e, ideally, sim

ultaneous. The event 
'lIId its record take place in the sam

e m
om

ent. Instantaneity here is a 
1·'lI1ction of the production of the im

age or im
ages. Yet in the context of 

their reception, that pinpointed tem
porality orthe registration of the im

age 
hecom

es palpable as historical trace, w
hich is w

hy photographs and lilm
s 

so visibly. This is tl,e pressure of de D
uve's tim

e exposure, w
here the 

rderent of the photo is tinged by the past tense and death. T
here is a sense 

III w
hich instantaneity in photography and film

 is unreal tim
e, because it 

.dw
ays co nfounds presence and pastness (and this m

ay be w
hy the O

ED
 

III'lkes no m
ention of'real tim

e' in film
, despite the fact that the term

 is 
w

idely used w
ith reference to unedited film

). There is in each case the 
present tense of reception -

I can hold this photograph in m
y hands now

 
(lis tangibility readily differentiating it from

 the cinem
a). O

r, in the case of 
Irlm

, I am
 the spectator of these im

ages of m
ovem

ent here, now
, w

ith all the 
prl'senee usually accorded to m

ovem
ent. O

n the other hand, there is also the 
II,,'vitable past tense of a recording that is also a reiteration, of inscribing the 
I ",ces of an event that can be circulated and w

itnessed far from
 the place 

,lIld tim
e of its original occurrence. For A

ndre Bazin, this w
as the latent 

"hscenity of the film
 m

edium
: although all events are Singular, they happen 

IIIIly once, film
 m

akes them
 repeatable. Bazin links cinem

atic specificity to 
,I slandal, that of the repeatability of the unique: '( cannot repeat a single 
IIlornent of m

y life, but cinem
a can repeat anyo

ne of these m
om

ents 
IlILklinitely before m

y eyes.''' This is particularly true, for Bazin, of death 
.!IILI the sexual act, each 'in its ow

n w
ay the absolute negation of objective 

1"",,, the qualitative instant in its purest form
.' The m

echanical reproduction 
.. I lliese m

om
en

ts that are superbly unrepeatable constitutes a violation, an 
IIllSll·nity, not of a m

oral nature but of an ontological one. 
W

hile instantaneity in photography and film
 nam

es a relation of 
Nllllilitaneity betw

een the event and its recording, live television considerably 
II,II"form

s its purview. In live television (no longer 'real' but 'live' -
a m

ark 
111 till' depth and intensity as w

ell as the 'now
ness' of its reality), the event, 

ItK
 Il'curding, its transm

ission and its reception are virtually sim
ultaneous. 

I t "
tory is collapsed onto the present m

om
ent. T

he confusion betw
een 

Plt'St'llt "nd past in film
 and photography is avoided by evacuating the very 

"''''gory of pastness -
hence the oxym

oron 'telepresence'. Live television 
ll"III,,,,tcs inst"ntancity as characteristic of both production and reception. 
W

,I" Ililig "n event live, particularly a catastrophic evenl, is a qualitatively 
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different experience thanltching it 'recorded earlier', underscoring the 
televisual im

pression thalings happen 'only once'. Digital m
edia, capable 

of representing all previo1form
s of real tim

e, further intensifies the alliance 
of instantaneity w

ith receon through the phenom
enon of interactivity, 

in w
hich the user, by sim

 pressing a key or clicking a m
ouse, can m

ake 
s om

ething happen seem
ily im

m
ediately. Benjam

in's snapping of the 
photographer has m

ovedrm
 the rea lm

 of production to that of reception. 
The event becom

es that che user's engagem
ent w

ith the technology. 
Yet, in all of these m

e of m
odernity and postm

odernity, w
hat is at 

stake is s om
e form

 of tem
ral coincidence, of sim

ultaneity, as the m
ark 

of the real. A
nd 

tend to think of sim
ultaneity as an ahistorical, 

abstract concept, it is in c sense produced in t he nineteenth century as 
a function of industrializan, colonialism

, and as the product of a new
 

ph ysics as w
ell as social [sics of tim

e. I n the r898 essay The M
easure oj 

Tim
e m

entioned previom
 Poincare contests the idea of a N

ew
tonian 

absol ute tim
e and insteaG

pouses the idea of a m
ultiplicity of tim

es, none 
of w

hich can be labeled <urate. O
ne of the consequences of this argum

ent 
is that the concept of sim

aneity has no scientific grounding because 
w

e cannot 'reduce to oneld the sam
e m

easure facts w
hich transpire in 

different w
orld s.''' To do requires the theological hypothesis of an infinite 

being w
ho could see evening and classify it all in its ow

n tim
e. Yet the 

hypothesis is self-contradory since such a being w
ould have to possess an 

im
pe rfect recollection of 

past -
otherw

ise everything w
ould be present to 

it and it could have no ccprehension of tim
e. A

ccording to Poincare, the 
m

eas urem
ent of tim

e is ,ays com
prom

ised, subject to forces we can never 
fully acco unt for, and w

en have no direct intuition of sim
ultaneity or of 

the equality of tw
o dura tis. I nstead, sim

ultaneity can only be the effect of 
a rule governed structurene w

hich is seldom
 acknow

ledged. A
ccording to 

Peter G
alison, Poincare'Sleculations about sim

ultaneity are inextricable 
from

 the extensive m
aterization of sim

ultaneity in the nineteenth and 
ea rly tw

entieth centuries Ie establishm
ent of train system

s, m
apping 

proce dures, tim
e-bearingbles, and the standardization of tim

e.'o W
ith 

global exploration and tholonialist enterprise, synchronization of clocks 
becam

e im
perative; tim

e'eryw
here m

ust be the sam
e. H

ence, just as 
sim

ultanei ty is discreditot the scientific level, transform
ed into -

as it 
were -

a virtual effec t, it com
es an insistent and com

pelling cultural desire, 
its lure a sym

ptom
 of caplist expansion, its fantasy m

aterialized in new
 

technologics of rcpresenion such as photography and film
. 

O
nc 

ollid arguc Ihalis desire and this fantasy go back even further, to 
Ihe advenl ofprilllll'chl1>gies, bUI in particular 10 the grow

th of the daily 

new
spap er (w

hich ultim
ately becam

e one of the m
ost privileged dom

ains 
of instantaneous photography). A

ccording to B
enedict A

nderson, 'the 
d evelopm

ent of print-as-com
m

odity is the key to the generation of w
holly 

new
 ideas of sim

ultaneity'" that ultim
ately underw

rite the im
aginary 

com
m

unity of the nation and the phenom
enon of nationalism

. W
ith the 

sec ularization of tim
e, a theological tim

e of vertical sim
ultaneity in w

hich 
cverything is know

n at once by Divine Providence is replaced by Benjam
in's 

'hom
ogeneou s, em

pty tim
e', in w

hich 'sim
ultaneity is, as it w

ere, transverse, 
c ross-tim

e, m
arked not by prefiguring and fulfillm

ent, but by tem
poral 

coincidence, and m
easured by clock and calendar.''' This new

 tim
e is 

incarnated, above all, in the novel and the new
spaper. The novel, in its 

de velopm
ent of parallel tim

es and its extended gloss on the term
 'm

eanw
hile', 

depends upon a tem
porality inaccessible to its characters and existing only 

in the m
ind of the reader. The logic of the new

spaper's juxtaposition of the 
IIlOSt varied and incom

patible stories resides in the fact that they all 
happened on the sam

e day, today (hence the rapid obsolescence of 'yesterday's 
IIcw

spaper'). In addition, the new
spaper generates another form

 of 
sim

ultaneity -
that of its ow

n ritualistic reading: 'each com
m

unicant is w
ell 

"w
are that the cerem

ony he perform
s is being replicated sim

ultaneously by 
Ihousands (or m

illions) of others of w
hose existence he is confident, yet of 

w
hose identity he has not the slightest notion.'ZJ The idea of tem

poral 
s im

ultaneity subtends that of an im
agined but pow

erful national identity. 
Tim

e is said to be a preoccupation of m
odernity, of Proust, Bergson, 

Thom
as M

ann, w
hile w

hat characterizes postm
odernity, particularly in the 

.1 rgum
ents of Fredric Jam

eson, is the erasure of tem
porality and history and 

Ihe em
phasis upon space. Indeed, postm

odernity is said to m
ark the 'end of 

h'lIlporality' and its reduction to a present w
hose incoherence is a function 

"I'I he loss of any past or future to w
hich it can be opposed. This is the era of 

Il,c cell phone, that 'seem
ing apotheosis of synchronous im

m
ediacy', w

hen 
'som

e new
 nonchronological and nontem

poral pattern of im
m

ediacies 
I OIlICS into being.''' [t is som

ew
hat ironic that Jam

eson finds the aesthetic 
IIIGlI'nation of this fetishism

 of instantaneity in a film
, a product of the 

lIillcteenth century, rather than in a television show
 or in digital m

edia. The 
ItllIl is an action m

ovie, Speed (r994), w
hich consists prim

arily ofa series of 
violent or thrilling m

om
ents -

'a succession of explosive and self·sufficient 
pr('scnt m

om
ents of violence.''' Jam

eson refers to it as 'violence porno-
H'" phy' to suggest the w

ell know
n tendency of pornography to m

inim
alize 

1'101 or narrative in favor of vignettes of sexual activity. It is this dependence 
"1'''" Ihe self-sufficient instant that m

akes the film
 sym

ptom
atic of the 

""1:"lion oftem
porality spccific to btl' capitalism

. 
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Yet, isn't this tendency to valorize violent instants rem
iniscent of 

instantaneous photography, of de D
uve's snapshot w

ith its abruptness and 
aggressivity (regardless of content)? O

f instantaneous photography's desire 
for an im

possible presence? O
r perhaps it echoes the explosive instantaneity 

at the heart of film
ic continuity that som

etim
es em

erges as a form
al 

m
ediation on the photogram

. W
hat Jam

eson sees as a distinctive trait of 
postm

odernity -
the reduction to the present and the body -

can also be 
located in the projects of M

arey and M
uybridge, for w

hom
 the problem

, 
approached by w

ay of instantaneous photography, becom
es how

 to theorize 
the instant, how

 to think the possibility of its representation. Both 
photography and film

 deal w
ith the problem

atic and contradictory task of 
ardliving the present -

of producing the oxym
oron that continues to haunt 

contem
porary m

edia -
a histo ric present. It is arguable that our inclination 

to think of new
 periods (such as postm

odernity) as a form
 of rupture, as a 

com
plete break w

ith the past, is itself a sym
ptom

 of m
odernity, obsessed as 

it w
as, or is, w

ith pure presence and the annihilation of tradition. The 
probl em

atic relation to tim
e that Jam

eson finds so specific to postm
odern

ity 
em

erged m
uch earlier in the technical and psychical pursuit of instantaneity. 

W
hat I have attem

pted to do here is to trace a prehistory of the concept 
of instantaneity that rests on the refusal to recognize it solely as the property 
of our alleged postm

odernity. To assum
e that real tim

e is only the tim
e of the 

com
puter age is to effectively erase a history of fascination w

ith the concept 
together w

ith the very process w
hereby tim

e becam
e potentially unreal. 

The logics of the televisual and the digital are not so foreign to those of 
photography and film

; and the celebrated rupture of the poslm
odern m

ay be 
no m

ore than a blip on the screen of a m
odernity that, from

 its beginnings, 
sought the assurance of a real signified by life and pursued a dream

 of 
instantaneity and a present w

ithout m
em

ory. 

Stillness B
ecom

ing: ReA
ections on B

azin, B
arthes and Photographic Stillness 

Jonathan Friday 

Stillness becom
ing alive, yet still I 

Theodore R
oethke 

If one thinks of photography, as it is often tem
pting to do, from

 a perspective 
in w

hich this m
edium

's qualities are prim
arily identified through a contrast 

with cinem
a, then the stillness of the photographic m

edium
 is alm

ost too 
trivial a m

atter to m
erit serious exam

ination. But then the cinem
atic 

c onception can exercise such an inA
uence that it obscures other conception

' 
of photographic stillness, blinding us to the m

ultifaceted nature of this 
'1llality. Long before the invention of cinem

a, for exam
ple, photography was 

"ssociated w
ith stillness in a w

ay that other pictorial m
edia w

ere not. I n the 
coriy days of the m

edium
, before the w

idespread adoption of high-speed 
cam

eras and film
 in the 18

9
0

S
, photographs w

ere orten called 'stills' in part 
because photographers w

ere prone to shout "still" to alert their subjects that 
Ihe shutter was about to be opened and that they w

ere to hold their pose 
w

ithout m
oving. T

he stillness of these photographs is conditioned by the 
lIeed of their subjects to position them

selves so as to rem
ain m

otionless for 
,,"yw

here betw
een tw

enty seconds and tw
o m

inutes, im
bui_ng the im

age w
ith 

slIbtle signs of self-im
posed avoidance of natural m

otion, such as the stiffness 
of' posture characteristic of m

any early photographic portraits. 
The invention of cinem

a, how
ever, changed the conception of photo-

14raphic stillness at least as m
uch as the invention of high-speed cam

eras and 
lilill. Indeed, from

 our position in an age in w
hich the cinem

a is a m
ature 

Illcdium
, it can be hard to shake off the conceptions of photographic stillness 

111;,1 define this property in relation to cinem
atic m

otion and to recover w
hat 

sl illness m
ight have m

eant before the advent of cinem
a -

and indeed w
hat it 

Illight m
ean w

hen freed of cinem
atic w

ays of thinking about photography. 
II is interesting for exam

ple that it took m
any decades before photographers 

hql"n deliberately to blur parts of the im
age to suggest m

ovem
ent. This 

Ilidicates that photography was at least in part conceived of as still in the 
"'lIse of being properly concerned w

ith representing its subjects in the sort 
III s'illness farniliar from

 the genre of still-life painting. The stillness achieved 
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by rem
oving an object from

 its ordinary setting in the w
orld and picturing it 

against a backdrop that isolates it from
 its natural context in the flow oflife is 

another conception of photographic stillness clearly distinguishable from
 a 

stillness founded in contrast to cinem
atic m

otion. (See Figure 8) Likew
ise, the 

stillness of som
e early landscape photographs has m

ore to do w
ith the lack of 

any indications of life, hum
an involvem

ent or even indications of the actions 
of clim

ate. 
There is certainly m

ore that could be said about pre-cinem
atic conceptions 

of photographic stillness, but I do not propose to provide such a history. 
Rather I w

ant to draw
 out another dim

ension of stillness not defined in term
s 

of the usual contrast w
ith cinem

atic m
otion. W

e should rem
em

ber in this 
context that 'stillness' is alw

ays a contrastive concept, one that presupposes a 
dynam

ic alternative against w
hich the stillness is distinguished. If the notion 

of photographic stillness doe, not have its sense in contrast w
ith cinem

atic 
m

otion, there m
ust be som

e other dynam
ic dim

ension to underw
rite its 

m
eanin g. Both of the non-cinem

atic conceptions of stillness that I have 
alluded to get their sense in contrast w

ith the m
ovem

ent of objects in life and 
experience, and both are im

portant in the history of photography. There is, 
how

ever, another non-cinem
atic dim

ension of stillness that is w
orthy of 

exploration, not least because it is closely connected to the w
ork of tw

o of 
the m

ost significant realist photographic theorists: A
ndre Bazin and R

oland 
B

arthes. A
s w

e w
ill see, both of them

 show
 the influence of the cinem

atic 

conception, though both w
restle w

ith the nature of photographic stillness 
in w

ays that point beyond cinem
atic conceptions of this quality. 

I have repeatedly referred to the conception of photographic stillness 
conditioned by cinem

atic thought about the photograph. W
e need to begin 

by rem
inding ourselves of this conception. It has tw

o m
ain elem

ents, one 
of w

hich is perhaps only a little less obvious than the other. First, w
hat is 

depicted in a photograph is not capable of m
ovem

ent w
ithin the picture-

fram
e: it is a still im

age in contrast to cinem
a's capacity to depict objects in 

m
ovem

ent relative to each other and the fram
e enclosing them

. Secondly, 
cinem

atic influences upon thought about photography have also resulted in 
a conception of stillness as the extracted ness of an individual im

age from
 the 

real or im
plied series of im

ages that precede or follow
 it. A

n indication of 
this extracted ness can be found in the term

 'film
 still', w

hich is som
etim

es 
used to refer to a single im

age extracted from
 a strip of cinem

a film
 and 

printed in isolation. The analogue in ordinary photography is the selection, 
freezing and extraction of the exact m

om
ent in the existence of som

e object 
w

hen focused light from
 the real stream

 of events hits the film
 and the 

photograph takes the first and m
ost crucial step in its creation. 

Few
 im

ages cou ld be said to illustrate this cinem
atic conception of 

stillness better than C
artier-B

resson's fam
ous im

age of a m
an jum

ping 
across a puddle behind a Paris railw

ay station. (Figure 9) Trivially the subject 
m

atter is frozen in relation to the picture fram
e, and the im

age is highly 
suggestive of w

hat cam
e before and w

ill inevitably follow
. Estelle Jussim

 
m

akes this point w
hen she observes that: 

Surely we know
 that in the im

m
ediate past the m

an executing this im
probable 

jete m
ust have been hunying to grab a taxi or catch a train, and in his 

im
m

ediate future there would have been a considerable wetness of the lower 
trousers and shoes. Past and future and present in the now.' 
Indeed w

hen C
artier-B

resson turns to explaining his notion of 'the 
decisive m

om
ent' -

of w
hich this im

age is a great exem
plar -

be fram
es 

it w
ithin a cinem

atic conception of stillness. For exam
ple, he w

rites that 
Photography im

plies the recognition of a rhythm
 in the world of real things .... 

W
e work in unison w

ith m
ovem

ent as though it were a presentim
ent of the 

way in w
hich it unfolds ... But inside m

ovem
ent there is one m

om
ent at w

hich 
the elem

ents in m
otion are held in balance. Photography m

ust seize upon this 
m

om
ent and hold im

m
obile the equilibrium

 of it.' 
The im

m
obility of the subject m

atter, its seizure and extraction from
 

the rhythm
ic m

ovem
ent of the w

orld: this is the cinem
atic conception of 

photographic stillness described and em
bodied in a picture. 
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M
uch of the com

plexity of the relationship betw
een photography and 

tim
e that is so regularly observed -

for exam
ple in jussim

's form
ulation: 

'Past and Future and present in the now
' -

arises from
 this extractive elem

ent 
in the cinem

atic conception of stillness. The Row of events w
e encounter in 

experience is intim
ately connected w

ith an aw
areness of tim

e and change 
over tim

e. A
 crude phenom

enology suggests events flow
 tow

ard us from
 the 

future, through a very brief present of im
m

ediate consciousness, into a past 
less distinct than the future, but not m

uch so.' O
ne reason the past is less 

distinct is that, unlike the future, w
e have som

e of the m
aterial evidence 

left behind by events that w
ere once in the present. A

m
ong the evidential 

rem
nants of once present events are photographs, and other pictorial 

im
prin ts of light reRected from

 objects in the w
orld, focused through an 

optical instrum
ent and fixed in a m

aterial im
age. No one denies that 

photographs give us inform
ation about the past, but that does not distinguish 

photographs from
 a host of other records of events now

 past But for m
any 

theo rists, photographs are a unique kind of historical record because they 
enable spectators to m

ake perceptual contact w
ith, or otherw

ise have m
ade 

present to them
, objects in the historical past. Photographs. as Bazin for 

exam
ple w

ould have it, preserve objects from
 tim

e, by bearing their im
print 

and thus conveying som
ething of their being through tim

e but outside its 
effects. The idea that a picture preserves a long past tem

poral now
 of objects 

and people that continue to persist in that now
, but through the m

edium
 of 

photography also exist in our tem
poral now, suggests that photography is a 

very odd m
ode of representation. Add in jussim

's cinem
atic claim

 that the 
future as m

uch as the past is im
plicit in photography, and the result is a kind 

of picture that depicts a once present now
 im

plying both its past and future 
and nonetheless now

 and past. It is no w
onder that, as Laura M

ulvey has 
observed: T

he photograph pushed language and its articulation of tim
e to 

a lim
it leaving the spectator som

etim
es w

ith a slightly giddy feeling." 
W

e need an exam
ple here of the kind of theorist w

hose treatm
ent of 

photography and its stillness is conditioned by a contrast with cinem
atic 

lIlotion, and there are few
 m

ore pertinent than Bazin. For he repeatedly 
indicates that photography is a film

ic ersatz, a stage in the psychological 
struggle to create a m

e dium
 that w

ould preserve reality in accord w
ith the 

baroque ideal of anim
ated representation. W

hen Lum
iere w

as able to effect 
the technological and im

aginative transform
ation of photography into 

cinem
a, Bazin believed this ideal w

as finally achieved. W
riting of the charm

 
of old (,"nily photographic album

s, he observes that the im
ages convey: 

Till' di'llIrlJirlg presellce oJli,ves halted ai, u ,1'1 I'll 0'" ell I 
duration, 
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,. , 
does not create eternity, as art does, it em

balm
s tim

e, rescuing it sim
ply from

 
its proper corruption' 
But im

m
ediately he m

akes it clear that the im
pulses and processes that 

gave birth to photography are only truly sa tisfied and com
pleted w

ith the 
invention of cinem

a. H
e w

rites that w
ith this invention: 

Film is no longer content to preserve the object, enshrouded as it were in al'l 
instant ... The film

 delivers baroque art from
 its convulsive catalepsy. Now, 

for the first tim
e, the im

age of things is likewise the im
age of their duration, 

change m
um

m
ified as it were. 7 

Bazin does of course find a source of great value in photography and is 
therefore not w

holly disparaging of the m
edium

, nevertheless his position 
does am

ount to the claim
 that everything photography does, cinem

a can do 
better, because of the latter's em

balm
ing of tem

poral duration and anim
ated 

m
ovem

ent. In another essay Bazin repeats his insistence on the priority of 
cinem

a over its photographic progenitor, w
riting that: 

The photograph proceeds by m
eans of the lens to the taking of a veritable 

im
pression il'l light -

to a mo!<ld ... But photography is a feeble techl'lique il'l the 
sm

se that its il'lstal'ltal'leouSI'less com
pels it to capture tim

e ol'lly piecem
eal. The 

cil'lema ... m
akes a m

ouldil'lg of the object as it exists il'l tim
e, al'ld furtherm

ore 
m

akes al'l im
print of the duratiol'l of the object.' 

W
hat interests m

e about these passages is that each indicates the w
ay 

in w
hich photographic stillness is constructed through a contrast w

ith 
cinem

atic m
otion. 

Trivially, photographs (unlike cinem
a) are incapable of depicting their 

o bjects in m
otion, and are still in that sense. But also, photographs are 

objects em
balm

ed at an instantaneous m
om

ent in their past and extracted 
from

 the flow
 of events affecting and affected by them

. A
 m

om
ent, that is, 

extracted from
 its destiny and the tim

e and m
otion governing it. H

ere w
e 

can see how
 the notion of photographic stillness as the extracted ness of the 

im
age leads directly to problem

s articulating the photograph's relationship to 
tim

e -
particularly if you share Bazin's realist view

 of photographs as sharing 
'a kind of identity' w

ith their subject m
atter.' The photographic extraction of 

being from
 the flow

 of events and the fixing of it into an im
age m

akes the 
tem

poral connection betw
een the now

 of the photograph and all subsequent 
now

s exceedingly com
plex. For the photographic preservation is of its subject 

m
atter at a once present now

, both extracted from
 tim

e and persisting 
through tim

e, past and present, there and here. Ifby contrast w
e do not 

conceive of the photograph as extracted, but rather as the lim
it or origin of a 

chain of events, the relationship of the photograph to tim
e is far less com

plex, 
being connected sim

ply to the tim
e of its genesis. This is a possibility that I 

w
ill return to in due course, but if I'm

 right then at least part of the difficulty 
w

ith articulating the relationship betw
een photography and tim

e can be laid 
at the door of the cinem

atic conception of photographic stillness. 
There is, how

ever, som
ething else going on just below

 the surface of 
Bazin's discussion of photographic stillness, cinem

atic m
otion and the 

respective capacities of these m
edium

s to perpetuate the being of real objects 
and people over tim

e. I w
ouldn't like to speculate w

hether this som
ething 

else w
as a conscious el em

ent of Bazin's thought, and I am
 not particularly 

concerned w
hether the line of thought I w

ill pursue is actually Bazin's, but 
rather I will use his realist theory as a fam

iliar backdrop against w
hich to 

bring to light a dim
ension of photographic stillness that goes deeper than 

his cinem
a tic conception, w

hile rem
aining closely connected w

ith his realist 
conclusions. To bring all of this out of Bazin's theory w

ill how
ever require 

a brief review
 of a very old philosophical problem

 that provides us w
ith the 

prim
ary concepts necessary for form

u
lating an alternative conception of 

photographic stillness. 
M

uch of w
hat Bazin w

rites about photographic stillness and cinem
atic 

m
otion is very suggestive of the ancient m

etaphysical contrast betw
een the 

categorical concepts of being and becom
ing, or the im

m
utable and the 

m
utable. Indeed, m

uch of w
hat is traditionally thought to be distinctive of 

being, in contrast to becom
ing, is precisely w

hat Bazin uses to characterise 
photographic stillness. A

nd m
oreover the flow of events, w

hether in the 
w

orld from
 w

hich the photographic still is extracted, or som
e portion of that 

flow em
balm

ed in the strip of projected cinem
a film

, has for Bazin the 
attributes distinctive of becom

ing. There is a very real sense in w
hich Bazin's 

favouring of cinem
a over photography w

ith regard to realism
 boils dow

n to 
so m

e perceived advantage of preserving a portion of being in the m
ovem

ent 
of its becom

ing. 
Before exploring this further in relation to Bazin's thought, it is w

orth 
recalling the philosophical issue that gives rise to the distinction betw

een 
being and becom

ing. Every m
aterial entity w

e know
 of is subject to a m

ore or 
less apparent process of continuous change over tim

e, w
ith som

e, like rivers, 
m

anaging to persist despite being in a condition of radical flux. But if rivers 
and everything else are alw

ays changing, w
hat of our capacity to think of and 

refer to a river as having an identity over tim
e? Indeed, given that it is a 

necessa ry condition of language and com
m

unication that w
e are capable of 

identifying ever-changing objects over tim
e as the sam

e thing, there m
ust 

be som
e explanation of this unity underlying change. So w

hen H
eraclites 

fam
ously rem

arked that 'You can never step in the sam
e river tw

ice', he w
as 

posing an apparent paradox: the river you step in on tw
o different occasions 



both is and is not the sam
e river. It is, for exam

ple, the T
ham

es on both 
occasions, and that m

eans there m
ust be som

e basis for our identification of 
it as the Tham

es each tim
e w

e step in it. W
hatever it is that underw

rites the 
Th am

es' persistent identity through tim
e is the being of the object, w

hich is 
a fundam

ental ontological category introduced in contrast to, and defined in 
term

s of the m
ovem

ent of, becom
ing. 

The history of attem
pts to explain an im

m
utable being that persists 

through m
utable tim

e displays a rem
arkable degree of inventiveness on the 

p art of philosophers. W
ith som

e degree of sim
plification w

e can divide the 
accounts into tw

o sorts. First, there are those that posit an objective or real 
existence of som

e entity, substance or essence that persists and is indivisible 
becallse outside the ordinary conditions of tim

e and space. Plato, of course, 
provides the paradigm

 ins tance of an objectivist about tim
eless being. 

Secondly, there are those that explain being psychologically, in term
s of 

pow
ers, operations, or structures of hum

an m
ental and linguistic capacities. 

Since the eighteenth century there have been few
 serious attem

pts to 
form

ulate an objectivist account of being, but the debate betw
een the various 

broadly psychological explanations is hotly contested -
including w

hether, 
in addition to being, becom

ing should be construed psychologically or 
scientifically. This debate needn't concern us, how

ever, since the phenom
enon 

of attributing to objects an identity that persists through tim
e is not in doubt, 

even though it is equally know
n that everything is a state of continual Aux. 

Recognition of this phenom
enon is all that is necessary of the philosophical 

background to being and becom
ing for us to return to the issue of 

photographic stiJlness. 
W

e have seen enough of Bazin's account of photographic stillness to see 
that he conceives of this quality as contributing to the photograph's place 
w

ithin the order of being rather than becom
ing. The photograph enables the 

phenom
enological being of its subject to persist through tim

e w
ithout being 

subject to the m
utability of becom

ing. A
nother indication of the association 

of the photograph w
ith tim

eless being is Bazin's w
hole m

ythology of the 
urge to im

m
ortalise that drives our psychological responses to photographs. 

A
 further indication of this com

es in his brief account of the value of 
photographic representation, about w

hich he w
rites: 

O
nly the im

passive I",s, stripping its object of all those ways of seeing, those 
piled up preconceptions, that spiritual dust and grim

e with which m
y eyes 

have covered it, is able to present it il'l all its virginal purity to m
y attel'ltiol'l 

and col1sequel'ltly to m
y love w

 

O
r to paraphrase, the photograph gives us som

ething of its subject 
ll"Iatler as il is in itself. oUlside space a"d ti,,"·. a"d outside its ordinary 

appearance to us in the Aux and vicissitudes of experience. Photographic 
representation, as Bazin regularly observes, cannot be reduced to the sim

ple 
idea of resem

blance as w
ith other non-photographic pictorial m

edia. Rather 
som

ething of the perceptual essence of the subject m
atter is encoded in the 

photographic im
age in virtue of the im

printing nature of the process that 
produces it. This essence is extracted from

 the Aow of becom
ing and frozen 

in the stillness of being, providing the spectator escape fi'om
 the Aow of 

becom
ing and an encounter w

ith the w
orld stripped of appearances, a naked 

and im
m

utable reality. 
O

f course all this is psychologised by Bazin, in the senses that, first, it 
is the conclusion of a phenom

enology that seeks to identify w
hat a photo-

graph is by careful exam
ination of how

 it presents itself in the experience 
of hum

an beings. Secondly, w
hat a pholograph is in experience is in large 

part the produCI of a deep unconscious need in m
ankind to erect de/ences 

against the passage of tim
e, the decay and death that is its effect, and the 

very conditions of existence w
ith

in relentless becom
ing. This lalter sense 

in w
h

ich Bazin's account of photographic representation is psychologised 
is particularly im

portant because it indicates the degree to w
hich the 

phenom
enological description is an elaborate construction designed to show

 
how

 photographs satisfy a longstanding, though evolving, psychological 
need. From

 the need for relief from
 becom

ing springs being, and this the 
im

agination is able to m
ost easily lind in those pictures that are generated 

by the kind of processes characteristic of photography. For Bazin, therefore, 
the nature of the photographic m

edium
 provides the m

aterial underpinnings 
for an im

aginative placem
ent of photographs and their subjects w

ithin the 
order of being, and beyond the effects of becom

ing. 
A

ll of this applies to cinem
a as w

ell. but w
ith thjs m

edium
 there is the 

added dim
ension of m

otion. C
inem

a transfers a photochem
ical im

printing 
of som

e interval of becom
ing -

of change, m
otion and tim

e -
into the order 

of being. This added dim
ension m

akes cinem
a the final answ

er to the 
unde rlying need to preserve from

 becom
ing, not m

ere inanim
ate being, but 

a dynam
ic and im

aginatively anim
ate portion of changing reality. No m

atter 
how

 m
uch, how

ever, that cinem
a is capable of satisfying the underlying 

psycholog ical urge m
ore fuUy than photography, the latter has qualities that 

are absent, or at least dim
inished in the cinem

a. W
here photography often 

gains in intim
acy as a result of its stillness. duration and m

ovem
ent in cinem

a 
are prone to sm

oother its subject m
atter w

ith expectation. O
r to put the point 

in a m
anner that Bazin never w

ould, the cinem
a taints the preservation of 

being with Ihe dynam
ism

 of becom
ing, and thereby dim

inishes our sense of 



an encounter w
ith tim

eless being as the tim
e it takes for m

ovem
ent to unfold 

pr ovides an opportunity for expectations to influence experience. 
In an age m

ore attuned to Nietzsche's influence than w
as Bazin's, w

e are 
apt to be suspicious of notions of being that reside outside tim

e; or, w
hat is 

the sam
e thing, of notions of being defined in contrast to, rather than as a 

m
ode of, becom

ing. Everything that exists does so in tim
e including those 

things that our psychological constitution and im
agination render to under-

standing and experience as existing in stillness outside tim
e. Diagnosing the 

psychological need that leads us to experience the photograph as preserving 
the being of its subject m

atter is not enough. For this is a pe rfect instance in 
w

hich to follow
 N

ietzsche and ask w
hether this is a need w

e can overcom
e 

and dispose of; and if it is, w
ould it be w

orthw
hile doing so) To help us to 

overcom
e the prim

itive psychological need that Bazin posits, and thereby the 
m

a nifestation of this need and its satisfaction in the im
aginative association 

of the photograph and inanim
ate being preserved through tim

e, w
e need 

only rem
em

ber that photographs are pictorial representations that -
like 

every oth er m
aterial object -

travel through tim
e and are therefore subject 

to inevitable change. The photographs I w
as fam

iliar w
ith in m

y childhood 
in the [9

7
0

S
 have changed over tim

e; the fam
iliar now

 of the earlier 
experiences cannot be recovered from

 the now
 com

paratively old, certainly 
dated, im

ages. The e ffects of tim
e are palpable in these pictures, and although 

the speed of change m
ay be slow

er than the observable m
otion with w

hich 
w

e are m
ost fam

iliar, the subject m
atter of a photograph nonetheless changes, 

grow
s old, as its only possible w

itnesses becom
e ever m

ore rem
oved from

 its 
origin, and w

iser or m
ore ignorant about its subject m

atter. W
e m

ight put 
the point here in the form

 of a variation on H
eraclites' w

ell· know
n aphorism

: 
you can never encounter the sam

e subject m
atter of a photograph on tw

o 
separate occasions. Photographs m

ay change over tim
e at a rate of nearly 

glacial slow
ness, but they like everything else are in the flow

 of be com
ing. 

T
he passage of a photograph through tim

e and the physical changes 
that it undergoes constitute a very different kind of , m

ovem
ent' than that 

associated w
ith the perception of m

otion in the cinem
atic im

age. T
his 

. m
ovem

ent' of the photograph consists of changes to the photograph as a 
m

ater ial object that stands in a certain kind of pictorial relationship w
ith a 

once real object situated in historical tim
e. Tim

e takes its toll, affecting both 
Ihe photograph-as-object and its subject m

atter. These effects of tim
e on the 

actual photograph m
ay have so far proved often enough to be negligible for 

pholographs stored in ideal conditions, but pigm
ents fade and m

aterials 
decay slich that tim

e will alw
ays have a slow

 bU
I inexorable effect upon them

. 
'rranslon

nillg Inalerial phOlograpl" illio 
illr:lg(' lile, offers a further 

dem
aterialised existence, but of course all photographs are fated to slip into 

non-e xistence and be forgotten at som
e tim

e in the near or distant future. 
M

ore im
portantly, w

hat the photograph is a picture of changes over tim
e, 

though this is not to deny the referential nature of indexical photographic 
represen tation. The referential or denotative aspect of the pictorial relationship 
is fixed, but the sense, or connotative aspect of the photograph changes as 
the m

eaning and significance of the real objects the photograph represents 
change in m

eaning and significance over tim
e. 

A
s these changes in the connotative m

eaning of the photograph's subject 
m

atter over tim
e indicate, the evolution in hum

an understanding and 
responses o ver tim

e are an im
portant part of the m

ovem
ent of the photograph. 

W
e can only understand and react to photographs from

 our position in the 
here and now, and this too changes over tim

e, both individually and collectively. 
I f w

e could stand in relation to photographs from
 the nineteenth century, 

as their original spectators did, then the effects upon photographs of their 
lIlovem

ent through historical tim
e w

ould certainly be m
inim

ised. But since 
our expe rience of photographs and everything else is necessarily conditioned 
by the background of experience, judgm

ent, understanding and purpose w
e 

hring to the encounter w
ith the photograph, change in these conditions w

ill 
"frect change in the photograph as it presents itself to us in experience. To put 
Ihe point a different way; the subject m

atter of a photograph changes over 
lim

e in tandem
 w

ith changes in the background conditions, and there is no 
IIcutral position available to spectators outside the historic now

 from
 w

hich 
we can identify som

e unchanged and authentic underlying being against 
w

h ich to m
easure the changes. 

But, given these argum
ents, w

hat then are w
e to m

ake of the notion 
III' photographic stillness? W

hat possibility is there of a notion of stillness 
lorm

ulated in contrast to such an all-encom
passing m

ovem
ent as that of 

IIlexorable becom
ing) W

hat w
e need is to be able to identify som

e feature of 
111l' photographic m

edium
 that persists through tim

e w
ithout the possibility 

"I change, and here Roland Barthes provides som
e helpful clues. Barthes, of 

\ (Jllrsc, differs from
 Bazin in treating photography from

 a position in w
hich 

IIII' m
cdium

 is independent of cinem
a, and evaluatively privileged in relation 

III it. Even so, in the section of Cam
era Lucida, entitled 'Stasis', there are faint 

IIldicalions of the cinem
atic conception having a grip on his thought, but 

1,,·1'(' il is the cinem
a to w

hich deficiency is attributed, and ultim
ately the 

,Idiliess or photography is defined in contrast to its m
ingling 'w

ith our 
lI"isil'sl everyday life' as 'an enigm

atic point of inactuality, a strange stasis, 
IIII' slasis of an aITest,'" At Ihe sam

e tim
e, how

ever, this notion of photo-
Kl.lplric sliliness is given a cinem

atic inAection by his observation that the 



cinem
a has none of the com

pleteness or totality of the photographic im
age. 

B
arthes explains that: 

Because the photograph, taker> i" flux, is im
peUed, 

draw" tow
ard 

other views; i" the ci"em
a, /"10 doubt, there is a photograplt<c reJere"t, but thIS 

r eJere"t shifts, it does "ot m
ake a claim

 i" Javour oj its reality, it does 
protest its Jorm

er existe"ce; it does /"lOt cli"g to me: II. IS /"lOt a spectre. LIke the 
real world the film

ic world is sustai"ed by the presum
ptlO" that, as 

. 
says, 'the experie"ce will co"stantly continue to flow b!, 

the sam
e constttutlVe 

style" but the photograph breaks the 'constitutive style ... It 1.1 W
Ithout JUtllre ... 

, 
• 

• 
11. 

M
otionless, the photograph flow

s back Ji"om preserttatlOn to retentIOn.
' 

. 
W

hether or not this statem
ent reveals trace elem

ents of the CInem
atIC 

conception of photographic stillness, it is one of the few
 places in Cam

era 
Lucida w

here the concept of stillness is brought to the fore. O
n the w

hole, . 
Barthes is less concerned w

ith s tillness than he is w
ith em

phaslsm
g vanelles 

of photographic m
otion. At the sam

e lim
e, tw

o of his m
ost fam

iliar them
es 

point tow
ard an account of photographic stillness that rcm

al11s below
 the 

surface of his thought, never being explicitly developed. T
hese are the 

them
es of the uniqueness of photographic reference -

alluded to 
the 

passage just quoted, but developed at length earlier in Cam
era LUCIda -

and 
the inscription of death w

ithin photographs. From
 these Barlheslan m

atenals 
w

e can construct a conception of photographic stillness not exphcltly to be 
found in B

arthes, but standing in contrast to the inexorable m
ovem

ent of 
photographs w

ithin the Aow of becom
ing. 

. 
In a w

ell-know
n passage Barthes argues for the uniqueness of 

photographic reference. H
e w

rites: 
Photography's ReJer""t is /"lOt the sam

e as I.he reJereltt oj other system
s .0J 

representation. I call 'pllOtographic reJerent' Itot the optIO
nally real Ihlrlg to 

which an im
age or sign reJers but the necessarily real thlrlg whIch has been 

placed beJore the lens, without which there would be no photograph ... [I}n 
photography T can never deny that the thing has been there ... And Slrlce 
this constraint exists only Jor Photography, we m

ust consider it, by reduction, 
as the very essence, the noem

e oj photography. J
j 

• 
• 

• 

This referential essence provides precisely the sort of Im
m

utablhty w
e 

need to form
ulate a conception of photographic stillness in contrast to the 

m
ovem

ent of becom
ing. The identity of the photograph's subject m

atter,. the 
thing from

 w
hich reflected light im

printed itself upon film
, is a referenlial 

constant that cannot be changed. Tim
e can have Its effect over w

hat hum
an 

beings believe a photograph depicls, and over the connotative m
eaning of 

Ihal subject m
alleI'. but the inclexicalily of pholOW

aphlc representatIO
n 

. 
forever links the im

age w
ill, :I parliu

daf C
IIISl', :111<.1 th

is rcm
ains Im

p
e

rV
IO

U
S 

to tim
e as long as the sign survives. From

 this unchanging referential 
relationship to its first and definitive cause, w

e can begin to construct a 
conception of photographic stillness that gains its sense through a contrast 
w

ith the m
ovem

ent of becom
ing. The originating im

print of reAective light 
from

 a real object is this first and definitive cause of a photograph, rem
aining 

indexically connected to that cause throughout its existence as a picture. But 
there is m

ore to this notion of photographic stillness, because it is crucial 
that the object a photograph depicts is its first cause, the cause that brings 
into existence an im

age that im
m

ediately begins its ow
n journey through 

m
utable tim

e. The photograph, that is, depicts its ow
n tem

poral lim
it, the 

m
om

ent of origination after w
hich tim

e begins to take its effect. 
T

he unchangiJlg photographic reference to its originating cause, to the 
tem

poral lim
it of the photograph's existence, the starting point of its becom

ing, 
provides us w

ith a conception of photographic stillness very different to that 
form

ulated in contrast to cinem
atic m

otion. For exam
ple, as the tem

poral 
lim

it of its ow
n existence, there is no sense of the extractedness from

 a real 
or im

plicit series of im
ages that characterises cinem

atic conceptions of 
stillness. Rather the subject m

atter of a photograph is the beginning of 
som

ething altogether new
 w

h.ilst rem
aining sim

ultaneously unchangeably 
linked to its origins through the display of its ow

n creation. The stillness that 
results is less the 'arrest' that B

arthes describes, than the instant of a start, 
a m

om
ent of origination w

ithout a m
eaningful past that gives sense to the 

idea of it being a stop as w
ell as a start. Finally, unlike the cinem

atic 
conception of photographic stillness as the absence of m

otion, the present 
conception of stillness posits this quality as a presence rather than an absence. 
Photographic stillness fills the im

age and displays itself as unchanging 
pictorial reference to its originating cause, and thus photographic stillness 
is not, as Bazin w

ould have us believe, the enfeebled lack of som
ething that 

cinem
a possesses. 

Stillness, so understood, can and does enter into our experience of the 
photograph. To be struck by this stillness is to be struck by the unchanging 
persistence of the photograph's pictorial pointing to its ow

n cause. The sam
e 

uncanny sense of the past being m
ade forcefully present that B

azin gestures 
tow

ard and that B
arthes explores at length has its basis in our sudden 

aw
areness of an object at the tem

poral lim
it of the photograph, preserved 

Ihrough tim
e in the form

 of an iconic indexical reference to its ow
n origin. 

In the Aux of experience, photographs can strike us w
ith this stillness, 

distracting us from
 our now

 and m
aking present an unchangeable 

connection w
ith the past. For B

arthes this experience of stillness is one 
"i":lstonishm

enl. H
e w

rites that 



Always the Pho;raph astonishes m
e, with an astonishm

ent which endures 
and renews itselnexhaustibly. Perhaps this astonishm

ent, this persistence 
reaches down il the religious substance out of which f am

 m
oulded ... 

Photography hcom
ething to do with resurrection ..... 

Echoes ofB
azhere, but in other places Barthes characterises the 

expe rience of pho\raphy's unchanging reference to reality in a m
anner 

less consistent w
ilBazin, such as w

hen he observes that w
hat w

e see in a 
photograph 'is nolm

em
ory, an im

agination, a reconstitution ... but reality 
in a past state: at ce the past and the real.'" These are just tw

o of m
any 

characterisations the experienced effects of attending to the referential 
stillness of photo€!,hic im

agery that w
e can find in Cam

era Lucida. Barthes 
also speaks of am

,m
ent and ecstasy as qualities of the experience, but he 

also w
rites at l engofhow

 our aw
areness of death is both triggered by, and 

part of, the experice of looking at photographs. Barthes never indicates that 
he considers deatlstalking of the photograph to be an aspect of its stiliness, 
or one of the 

the stillness of the referential relationship enters our 
experience of the ,otograph. A

nd yet the connection betw
een unchanging 

stillness and deat's readily apparent. 
Discussing ar.lexander G

ardner photograph of Lew
is Payne, a prisoner 

condem
ned to del for his role in the plot to kill A

braham
 Lincoln, pictured 

in his prison cell,3fthes observes that a new
 kind of punctum

 presents itself 
that is distinct fro the earlier account in term

s of a detail of the photograph. 
H

e w
rites: 

This new pum
m

, which is no longer of form
 but of intensity, is Tim

e, the 
lacerating em

psis of the noem
e (,that-has-been'), its pure representation ... 

The photograps handsom
e, as is {Lewis Payne}: that is the studium

. But the 
punctum

 is: lis going to die. f read at the sam
e tim

e: This w
ill be and 

This has been observe with horror an anterior future of which death is the 
stake. By givirtne the absolute past of the pose ... the photograph tetts m

e 
death in the f"e. If, 
This rem

indt')f death is to be found, B
arthes argues, in every 

photogra ph in vile of its noem
e -

its 'that·has-been' -
or w

hat I have been 
G,lIing a photogrh's stillness in relation to becom

ing. Indeed, all of this 
indicates a pow

e,l w
ay in w

hich photographic stillness of the sort w
e have 

bccn exploring e,rs into the experience of photographs. As B
arthes 

obser ves. Ihis ncpunctum
 

Ilion' or less b:red beneath the abundance and disparity of contem
porary 

p/lO/ografi/ls. Jisibly legible in historical photographs: there is always a 
(/,;[.'0/ ofTi"," them

: thai is dead (,"(/Ihal is going to die. These two little 

girls ... how alive they al'e! They have their whole lives before them
, but they 

II re also dead ... " 
To experience a photograph in all its stillness, in its unchanging pictorial 

"oilliing to its original cause, is to be pricked by death, w
hether it is of the 

1""14 dead subject, or in the future for another subject, or indeed our ow
n 

<I,·.,lh. These thoughts of death provoked by the photograph are thoughts of 
Idllle'ss. of a position at least partially beyond becom

ing; and since w
ithout 

Figure 10 
A

nonym
ous portrait of a m

an. 
D

aguerreotype c.184S. 
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ego or experience, beyond the possibility of caring. A
ll that survives are the 

visual t races that unchangingly identify w
hat is no m

ore or soon w
ill be no 

m
ore. Even as w

e are astonished by the conjunction of past and present in 
the photograph, w

e are horrified by its m
essage of death, decay and loss. 

A
stonis hm

ent and horror are tw
o of the classic characterisations of the 

expe rience of the sublim
e, and although it is too late in this essay to pursue 

this thought at length, it is w
orth observing that there is a very great deal 

in B
arthes that is suggestive of the experience of photography having the 

quality of the sublim
e -

a quality, w
hich, of course, is notoriously difficult 

to put into w
ords. Rather than pursue this observation, I w

ant instead to 
clo se with a brief reR

ection upon one final dim
ension of this conception 

of photographic stillness. A
gain Barthes gives us the clue. 

In one of the bleakest and horror-struck passages in Cam
era Lucida, 

Barthes rem
inds us of the fate that aw

aits the photographs that are dear to us. 
H

e w
rites: 

W
hat is it that will be done away with, along with this photograph which 

yellows, fades, and will some day be thrown out, if not by me, ... when I die? Not 
only "life" (this was ative, this posed infront of the lens), but also, som

etim
es-

how to put it? -love. In front of the only photograph in which ljind m
y m

other 
and father together, this couple who I know loved each other, I realise: it is love-
as-treasure which is going to disappear forever;for once I am

 gone, no one will 
any longer be able to testify to this: nothing will rem

ain but an indifferent 
Nature. This is a laceration so intense, so intolerable ... " 
W

hat happens at the death of the last person w
ho can identify, and 

through that identification care about, the hum
an subject of a photograph? 

(See Figure 1
0

) This too is a kind of decay, but m
ore pow

erful than the 
erosion of the m

aterial photograph, and typically m
ore rapid. If there is 

so m
ething of resurrection in photography it is both precarious and ultim

ately 
doom

ed. Even the referential constant, the stillness of the photograph, is 
fated to pass aw

ay, but not before the subject suffers the indignity of losing 
his or her identity, being consigned to the nam

eless crow
d, destined to 

becom
e ever m

ore alien w
hile slow

ly disintegrating. This inevitable end is 
the final stillness of oblivion, and this too is inscribed in the persistent visual 
reference: that one day this persistence w

ill give out, and a different stillness 
w

ill follow
. W

hile the photograph hangs on, rem
ains w

ith us still, pointing 
IInceasingly to its origin at the tem

poral lim
it of its existence, it displays 

its stillness becom
ing. It displays, that is, its paradox and its pleasure, its 

astonishm
ent and its horror. Its stillness IHakes us giddy; it is a stillness 

Ihat is sublirnc. 

Thinking Stillness 
Yve Lom

ax 

I am
 alm

ost lost for w
ords: W

hat can I say with respect to stillness' Yes, 
w

hat can I say w
hen it seem

s that for so long I have been trying to think 
m

ovem
ent; that is to say, trying to think the w

orld as consisting of nothing 
but m

ovem
ents and processes. I w

ant to say som
ething; I w

ant to find w
ords; 

but, at this very m
om

ent, trying to think stillness is like banging m
y head 

against a brick wall. 
H

ow
 can I think stillness in a w

ay that I have never thought before? H
ow

 
c an I think stillness such that the m

ovem
ent of m

y thinking is not brought 
to a halt' (W

ould such a cessation be the death of m
e?) N

ow
, stillness can be 

that w
arm

 sum
m

er's day w
hen m

ind and body bathes in tranquillity; but, 
today, I can find no calm

ness in trying to think stillness and to say 
som

ething w
ith respect to these questions that are calling out for w

ords to be 
found. W

hich is to say: I am
 agitated. 

So, there is agitation. Yes, I can say this. But saying this m
akes m

e say 
that m

y attem
pt to think slillness has m

otion -
agitation -

as its starting point. 
I say 'starting point', but beginni.ng w

ith that w
hich is in m

otion m
eans that, 

slric tly speaking, there is no starting point and things are already underw
ay. 

A
nd this is exactly how

 the philosopher G
illes D

eleuze asks us to think as he 
invites us to get into thinking m

ovem
ent.' 

'Look only at the m
ovem

ent.' 
The w

ords could be Kierkegaard's or they could be Deleuze's, but it 
doesn't m

atter. W
hat m

atters is looking only at the m
ovem

ents. A
nd D

eleuze 
does look, and w

hat he finds is an interesting coincidence: cinem
a appeared 

;It Ihe very tim
e philosophy w

as trying to think m
otion.' 

M
ovem

ent appears in im
ages at the sam

e tim
e that philosophy attem

pts 
10 have m

ovem
ent put into thought, and in both cases it is, for D

eleuze, a 
I"atter of m

ovem
ent ceasing to have recourse to anything beyond itself 

D
l'ieuze refi.lses the transcendence that com

es w
ith such recourse: 'W

hen 
YU

II invoke som
ething transcendent you arrest m

ovem
ent...' J 

Deleuze never stops attem
pting to put m

otion into thought. H
ow to keep 

tllOllgitt m
ov;IIg? For Deleuze, this is the real question. N

ow
, I do not w

ant to 
IlilTI Illy b;lck a

ll this queslion, but il docs intensify m
y agitation: H

ow
 can I 
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think stillness such that m
y thinking is not brought to a halt? A

nd w
ith this 

question there com
es yet another: H

ow
 can I think the 'stillness' of the so-

called 'still' photographic im
age w

ithout m
y thinking becom

ing arrested? 
I am

 still alm
ost lost for w

ords; how
ever, I can say that for som

etim
e 

it has been understood that a still photographic im
age never freezes the 

m
ovem

ent of tim
e, never arrests a present m

om
ent in tim

e. Yes, it has been 
understood that any such talk of freezing or arresting is born from

 the 
spatialisation of tim

e. W
hen the spatialisation oftim

e occurs, the m
ovem

ent 
of tim

e is m
ade to continually stop at one of the num

erable points that m
ark 

and divide up the 'space' of a geom
etric ruler or, indeed, the face of a clock. 

For sure, tim
e never can be stopped but the spatialisation of tim

e portrays 
tim

e -
m

y life-tim
e -

as m
easurable and open to calculation, w

ith w
hich 

com
es prediction. Prediction, or, in other w

ords, procedures through w
hich 

tim
e in its com

ing (call it the future) is sought to be know
n and neutralised 

-
controlled -

before it happens. C
utting a l ong story short, let m

e say that 
w

hat the spatialisation of tim
e offers is not only the notion of points in tim

e 
that are m

easurable but also the presum
ption that the tim

e to com
e can be 

calculated and controlled. 
It w

as som
etim

e ago that I first encountered the w
ords of 

Lyotard saying that w
hat hounds and harasses hum

an beings all the tim
e 

is the m
iserable obsession w

ith controlling tim
e.' These w

ords have stayed 
w

ith m
e, and I have referred to them

 often. W
hat is m

ore, I hear the 
philosopher A

lain Badiou saying m
uch the sam

e thing w
hen he says: 

O
ur world does not favour risky com

m
itm

ents or risky decisions, because it is 
a world in which nobody has the meal1s any m

ore to subm
it their existence to 

I.he perils of chance. Existence requires more and m
ore elaborate calculations. 

Life is devoted to calculating security, and this obsession with calculating 
security is contrary to the M

aL/arm
ean hypothesis that tho"ght begets a throw 

of the dice, because in such a world there is infinitely too m
uch risk in a throw 

of the dice. S 
Is it alm

ost im
possible for us to side step the obsession w

ith controlling 
lim

e and calculating security? Perhaps I should put the question another 
w

ay: H
ow

 can w
e m

aintain an uncontrolled tim
e? Yes, this is the question I 

w
anl 10 shout out: H

ow
 can w

e nourish a tim
e that brings to us the surprise 

of Ihe unexpected w
ithout w

hich life suffocates from
 banality? Indeed, how

 
can w

e enable chance and the unforeseen to be given a chance? 
For A

lain Badiou, it is a m
atter of constructing a tim

e for thought that 
is sl ow

 and leisurely; for w
hat m

arks our w
orld is speed. As the calculation 

ofsrcu
rilY

 becom
es m

ore and m
ore l"ia bar:, IC" il also O

lr"rs w
ilh greater 

rapidily. I.ook allhe specd wilh w
ld,h 1l'c111,ollll\it·s all· pr"J.\r,·ssed 10 m

ore 

quickly determ
ine the outcom

e before it happens, and also look at how
 w

ithin 
our daily lives w

e find ourselves everm
ore rushing to know

 w
hat is going 

to happen ne xt. Yes, our w
orld is m

arked by speed; 'the speed of historical 
change; the speed of technological change; the speed of com

m
unications; 

of transm
issions; and even the speed w

ith w
hich hum

an beings establish 
connections w

ith one another.'" For Baruou there m
ust be a retardation 

process that, in its slow
ing dow

n, produces an 'interruption' w
ithin the 

circuits and ever increasing acceleration of the 'calculus oflife determ
ined by 

security'. Indeed, in the face of the injunction to speed there m
ust be a 'revolt' 

that produces an interruption in w
hich thinking can construct a tim

e that is 
its ow

n.' It is in this tim
e that thinking obtains the chance to 'throw

 the dice' 
against the obsession w

ith calculating security. 
Now, it w

ould be easy to say that Badiou's insistence upon a process of 
retardation brings, to our speedy w

orld, a 'stilling'; but, if there is to be such 
talk, let us not forget that such a 'stilling' is a construction of a (uncontrolled) 
tim

e for thought. A
nd saying this m

akes m
e w

onder: W
hen hearing a cry for 

stillness am
 I hearing a plea for a tim

e that rem
ains uncontrolled; a tim

e that 
is not spatialised and w

hich, as such, is not subjected to m
easure or anything 

external to it? 
I ask the question and w

ait for a response, but an answ
er does not arrive. 

H
ow

ever, the w
aiting does m

ake m
e think about questioning and turn to, yet 

again, the w
ords of Lyotard. 

L yotard know
s only too w

ell that procedures for controlling tim
e are ever 

increasing, but he does m
aintain -

'let it never be forgotten' -
that w

ith the act 
of questioning, thinking is in a position to resist these increasing procedures: 
' To think is to question everything, including thought, and question, and the 
process. To question requires that som

ething happen that reason has not 
yet know

n." 
To question is to have thinking receive the occurrence of that w

hich is 'not 
yet' determ

ined, and accepting this occurrence for w
hat il is, w

hich dem
ands 

that it is not prejudged, is w
hat, at least for Lyotard, deserves the nam

e of 
thinking. fn the question, thinking exposes itself to the 'not yet' determ

ined: 
there is no security bere and, w

hat is m
ore, tim

e rem
ains uncontrolled. 

A
nd now

 f find m
yse lf asking: H

ow
 can a still photographic im

age 
resist procedures for controlling tim

e? By questioning? But how
 are w

e to 
see questioning happening in this still im

age that is not a frozen m
om

ent 
of tim

e? 
I'll risk saying this: w

hen w
e are open to understanding a still photographic 

im
age as an event perhaps w

e will see, in this event, a throw
ing into question 

of a present m
om

ent in tim
e. H

aving said these w
ords I know

 that I m
ust 
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attem
pt to say m

ore, and in saying m
ore perhaps -

w
ho know

s -
I'll com

e 
to think stillness in a w

ay that I have never thought before. 
In attem

pting to say m
ore let m

e risk saying that in every question there 
is a m

ovem
ent that throw

s the present tense into question. Is the sky blue) 
Let m

e suggest that the m
ovem

ent that throw
s the is into question pertains to 

'the turning of tim
e'; indeed, let m

e suggest that in the question tim
e turns 

the present i nto a question. I m
ake this suggestion but w

ould it be too m
uch 

to say that, in the question, tim
e intenupts the present and, also, itseiP Too 

m
uch, perhaps; but, for now, let m

e say this and delve into w
hat can be seen 

in and w
ith an interruption. 

Now, I could see an interruption as a rupture, but this brings to m
ind 

the im
age of a broken state, and seeing such an im

age, such a state, w
hat 

becom
es ovcrlooked is the inter of an interruption. A

nd w
hat the inter speaks 

of is not a broken state but, ralher, a betw
een. In other w

ords, an interval. 
N

ow
 [ am

 seeing an interruption as opening up an interval in tim
e; 

how
ever, it m

ust be said that w
hat I am

 seeing is not an intervallhat (spatially) 
COm

es betw
een tw

o m
om

ents in tim
e. W

hat I am
 seeing is w

hen a present 
m

om
ent in tim

e gapes open; w
hen, that is to say, the present itselF becom

es 
an interval. 

W
hen the prese nt is interrupted, I see tim

e splitting in tw
o directions at 

once. I see tim
e going in the direction of that w

hich is 'no longer' and, at the 
sam

e tim
e, I see tim

e going in the direction of that w
hich is 'not yet'. Indeed, 

w
ith the interruption that I am

 seeing, w
hat I am

 encountering is an interval 
lhat is com

posed of and created by a splitting that goes betw
een w

hat is 'no 
longer' and w

hat is 'not yet' and w
hich, as far as I can see, has nothing on 

either of its sides that w
ould lim

it or term
inate it. I can't say w

here the interval 
begins and ends just as [ can't say how

 long it lasts -
has the tim

e that clocks 
tcll stopped w

orking? 
The spatialised tim

e of the clock-face adheres to an im
age of a present 

m
om

ent as a paint that m
oves along a line and w

hich, every step of the way, 
com

es to m
ark one present m

om
ent that has succeeded another present 

m
om

ent. H
ere the present is a point that com

es to separate before and after; 
but w

hen the present m
om

ent is throw
n into question and itself becom

es an 
inter val no such separation can be m

ade. A
nd that is to say: there is no before 

or after to the interval that opens as tim
e interrupts the present; in other 

w
ords, I am

 encountering an interval that goes on for aeons and is profoundly 
im

m
easurable. It scares m

e. 
Yes, the interval I am

 secing scares ,,.'c. But wait, nothing in the present is 
actually taki"" place. Indecd, in tire-i"terv,,1 tlr"t g()es bctw

cen w
hat is 'no 

IOllgl'r' and w
h;,11 is '1101 yd

' IIOlllilig i1'i:l\ III:dly 11,IPPt',lilig ill the presenl. 

Now, it w
ould be easy to rush to the conclusion that here, in this interval, 

tim
e has becom

e suspended, frozen, stopped. Yes, it w
ould be easy to think 

that tim
e has C

am
e to a standstill; but is this so) To be SLlre, nothing is taking 

place 111 the present, but I am
 not seeing, in the interval that goes betw

een 
is 'n

o
longer' and w

hat is 'not yet', a cessation of tim
e. W

hat I am
 seeing 

's the opem
ng up of an im

m
easurable tim

e. H
ere I am

 not seeing the tim
e 

of C
hronos, but I am

 seeing the tim
e of A

ion, and this tim
e is, at least for 

D
eleuze, the tim

e that opens in events.' 
For D

eleuze, the agonising aspect of an event is that it is 'alw
ays and at 

the sam
e tim

e som
ething that has just happened and som

ething about to 
happen; never som

ething that is happening.' HI In the com
ing about of an 

event nothing takes place in the present, yet w
hat does take place is the 

opening up of a vast 'em
pty' tim

e, and it is such a tim
e that I am

 seeing in 
the II1terval oFtim

e's interruption of both itselFand the present. 
D

eleuze once said that he tried in all his books to discover the nature of 
events." A

nd w
hat he found is that events alw

ays involve an am
azing wait." 

I ndeed; in each and every event there is a w
ait -

a m
eanw

hile -
in w

hich a 
prese nt m

om
ent in tim

e does not com
e to pass. D

eleuze does not w
ant to 

m
iss this wait, this m

eanw
hile. Yes, he w

ants to see it, even if it is unbearable, 
agonising; and, w

hat is m
ore, he w

ants us to see it. Perhaps it will be too 
m

uch for m
e, but I'll test m

yself 
D

eleuze w
ants us to put our seeing to the test and see the m

eanw
hile of 

l'vents. For sure, he w
ants us to see that this m

eanw
hile, this entre-tem

ps, 
pertains to the em

pty tim
e of A

ion; yet, w
hat he wants us to see is that this 

tim
e -

the m
eanw

hile -
does not belong to the eternal but, rather, becom

ing." 
I have been seeing an interval -

an event -
in w

hich a vast em
pty 

,,,canw
hile opens up, and now

 in this interval I am
 seeing becom

ing. A
nd 

w
hat I am

 seeing is not a becom
ing that is a journey to a state of being; rather, 

w
hat I am

 seeing is becom
ing in itself; that is to say, becom

ing in its 'pure' 
st"te. I am

 not sure if I really w
ant to see this, as I fear it w

ill be too m
uch for 

",e. H
ow

ever, even though I have m
y eyes shut tight, I cannot stop seeing it, 

,;"'not stop testing m
yself. 

Seeing becom
ing in itself, w

hat I see is that becom
ing is never w

hat is. 
t "deed, w

hat I am
 seeing is that becom

ing is alw
ays that w

hich has just 
I"'ppened and that w

hich is going to happen. C
hange is indeed 'on the m

ove', 
yr·t w

hat I am
 seeing is that becom

ing in itself is like a dance w
here there is a 

"dl"stepping of putting a foot dow
n and the taking up a place in the present. 

I.et', say that dancing is actually happening. W
hat is is the dancing that 

's L,ki"g place in the present; it is the dancing that is actualised or em
bodied 

"" tire dance-A
oor. But the becom

ing of dancing, in its 'pure' state, is w
hat 
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eludes actualisation in the present. Yes, you could say that the becom
ing of 

dancing is w
hen dancing -

its next m
ove -

rem
ains in question, as it w

ere, 
'up in the air'. 

I am
 seeing that becom

ing is never w
hat is and, at the sam

e tim
e, I am

 
hearing D

eleuze say that becom
ings -

and events -
are not part of history. " 

The living present, in w
hich the definitive now

 of dancing happens, is w
hat 

brings about the event of ' to dance'; how
ever, the becom

ing of this event 
brings out a tim

e that differs from
 the living present or, indeed, the succession 

of m
om

ents that are m
ade to m

easure the day and do not sleep through the 
night. Yes, w

ith every event, every becom
ing, there is w

hat com
es about and 

p erishes in history; but, on the other hand, there is w
hat escapes this 

historical tim
e, w

hich is the m
eanw

hile that belongs to becom
ing in its pure 

state, w
hich enjoys a virtual existence. Becom

ing, in its pure state, is born 
from

 history, but it is not ofit. 
In seeing becom

ing in itself, w
hat I am

 seeing is that becom
ing never 

com
es to rest upon a fixed point. Yes, w

hat I am
 seeing is that becom

ing 
never stops w

here it is but alw
ays goes, in tw

o directions at once, further. 
W

hich is to say: I am
 seeing unstoppable m

ovem
ent. M

ovem
ent, nothing but 

m
ovem

ent, yet this m
ovem

ent has nothing w
hatsoever to do w

ith a traversal 
of space. Rather, the m

ovem
ent I am

 seeing is the m
ovem

ent that com
es 

ab out w
hen the tim

e of change is on the m
ove and anything could happen 

but as yet hasn't happened. A
nd I w

ill risk saying that w
hen change is on the 

m
ove, and absolutely anything could happen, the m

ovem
ent involved is 

infinite. A
nd w

hat such infinite m
ovem

ent silently speaks to m
e of is the as 

yet un representable, the as yet to be determ
ined; that is to say, the tim

e to 
com

e that is com
ing but as yet has not actually arrived. I say that I am

 seeing 
this infinite m

ovem
ent, but I have to say: it is too m

uch for m
e. 

I n the e m
pty m

eanw
hile -

interval -
of that part of the event that escapes 

history, Deleuze sees the w
hole of tim

e occurring" N
othing is actually 

m
oving in the unhistorical tim

e of the interval, yet the w
hole of tim

e is 
absolutely m

oving. B
ut seeing this m

akes m
e say again: it is too m

uch for m
e. 

The m
eanw

hile that belongs to becom
ing and w

herein anything could 
happen is like being at the edge of the world before the w

orld is. It is like being 
"tthe edge of a terrifyingly ancient void. It is like hearing the silent calls of a 
people w

ho do not yet exist. Intolerable? A
lm

ost. U
nthinkable? A

lm
ost. 

The m
eanw

hile of the event and becom
ing in itself is, as far as I can see, 

hardly liveable, yet I hear Deleuze and G
uattari saying that this event, this 

em
pty m

eanw
hile, is pure reserve. H, W

ould m
y thinking be going too far in 

,aying that this pure reserve is potcnti:.liily itself? I would be the first to adm
it 

that potentiality is the harcitst th
int: to 'o!lsklt'r: yl't. !lOW, w

hat I cannot stop 

think ing is that, in relation to w
hat is actually happening in the present, 

potentiality itself constitutes an em
pty -

nothing-
tim

e. W
ith the tim

e of 
becom

ing nothing is taking place in the present, and now
 w

hat I cannot stop 
thinking is that this 'nothing tim

e' is absolute potentiality. Indeed, w
ith the 

em
pty tim

e of becom
ing, in w

hich w
e are given neither this nor that, w

hat 
I now

 cannot stop seeing is the 'abyss of potentiality'." 
I am

 seeing that becom
ing in its pure state never com

es to rest upon a 
fixed point and w

ith this I see not only the absolute m
ovem

ent of the tim
e 

that occurs w
hen anything could -

or could not -
happen (pure potentiality) 

but also a m
om

ent of grace w
here positions and oppositions don't take up a 

place. Indeed, in the em
pty m

eanw
hile -

interval -
of becom

ing w
hat I see 

is both absolute m
ovem

ent and a m
om

ent of grace. A
nd saying this prom

pts 
m

e to think again of stillness. 
In the em

pty m
eanw

hile nothing happens or m
oves in the present and 

this 'nothing happens in the present' could be a w
ay to (re) think stiUness. To 

think stillness in this w
ay w

ould be, at the sam
e tim

e, to think the 'm
ovem

ent', 
albeit virtual, of becom

ing. Indeed, thinking stillness in this w
ay does not 

hring m
y thinking to a halt; on the contrary, it invites m

y thinking to go w
ith 

becom
ing in itself, w

hich is nothing but the turning of tim
e w

here chance is 
given a chance, w

hich is w
hat m

arks tim
e's resistance to banality. 

N
othing of the present happens in the m

eanw
hile yet w

hat this em
pty 

tim
e does is to prevent becom

ing -
and pure potentiality -

from
 being 

('xhausted in actualisation; indeed, it can be said that w
ith this em

pty tim
e 

thcre is a resistance to the present that keeps becom
ing -

the em
ergence 

of a new
 w

orld -
from

 never ending. Yes, in resisting the present, w
hat the 

nlcanw
hile holds in reserve is an incalculable and irreducible 'not yet'. It 

docsn't hold in reserve a historical future, a prefiguration of w
hat is to com

e; 
ralher, it holds in reserve w

hat can only be called an oceanic future. 
Let m

e risk saying this: in the m
eanw

hile there is a stillness w
ith respect 

to anything happening or m
oving in the present, yet w

hat this stillness speaks 
')' is a resistance to the present for the benefit not of a past but of the reserve 
01 all oceanic future. To think stillness in this w

ay gives m
y thinking a 

) nornent of grace from
 w

hat is, but the reserve that stillness speaks of here 
w

ill alw
ays be too m

uch for m
e to think, to bear. A

nd it w
ill alw

ays be too 
)Ollch for m

e because the em
pty tim

e and pure reserve takes m
y thought to 

.)11 IInthinkable 'not yet': as D
eleuze and G

uattari w
ould say, it takes m

y 
tl )illking to the unthought w

ithin thought. This unthought w
ill alw

ays be too 
">I)eh for m

e; how
ever, although it is w

hat cannot be thought it is w
hat m

ust 
1""I)ollgh!." A

nd it m
ust be thought for doing so is w

hat m
akes thinking 

I,,)v.-
10 experim

ent, and this is w
hat puts thinking -

and practice -
to the test. 
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I hear D
eleuze and Cattari saying tbat to think is to experim

ent, but I also 
hear them

 saying that e",rim
enting is alw

ays that w
hich is 'in the process of 

com
ing about.''" Indeed'y experim

enting thinking preserves -
and produces 

-
the uncontrolled tim

e 'becom
ing w

ith w
hich the present rem

ains in 
question. W

ould it be tom
uch to say that through experim

enting thought 
gains the m

eans to beCQIe an act of resistance to w
hat is? I hope not. 

In experim
enting, a:l keeping the present in question, w

e expose 
ourselves to an unim

ag.able 'not yet', and doesn't this exposure m
ake us 

open to having som
eth.'g unknow

n pass through us that, in effect, show
s us 

the lim
its of -

and m
al<; us becom

e strangers to -
our tim

es and ourselves> 
I w

ould be the /irst to a'[lit that becom
ing strangers to our tim

es and 
ourselves can be intoleble yet, perhaps, it is w

hat gives us the chance to 
diagnose w

hat is intoleble in our tim
es. 

D
eleuze claim

s th;history isn't experim
ental. 'It's just', he says, 'the set 

of m
ore or less negati,preconditions that m

ake it possible to experim
ent 

w
ith som

ething beyonhistory.'''' To be sure, history gives experim
entation 

'initial conditions' butistory is w
hat one leaves behind in order that 

experim
entation com

,about. Experim
entation m

aintains becom
ing in itself, 

it puts thinking to the$t in m
aking it go further than im

agined possible 
and, w

hat is m
ore, it i.vhat stops history from

 ending. Experim
entation -

the tim
e of becom

ing does not belong to history yet w
ithout it nothing 

w
ould com

e about in story!' Indeed, the uni1istoricaltim
e of becom

ing is 
w

hat safeguards the fshness of every daw
n. 

A
nd now

, just as ese w
ords are to end, I see a still photographic im

age 
before m

e, and now
 Jannot stop seeing this im

age as an interval in w
hich 

tim
e interrupts itselfld nothing of the present happens. Yes, now

 I cannot 
stop seeing this im

a€s stillness as the am
azing w

ait of an event w
herein the 

present rem
ains in Cfstion. O

h yes, now
 I cannot stop seeing this im

age's 
stillness as tim

e's reHance to banality. B
ut, perhaps, this is to see far too 

m
uch. N

onetheless, hat 1 am
 seeing -

and thinking -
is a stillness that is 

acting for the bene/i,f the 'not yet'. I don't know
 w

hether to laugb or cry. 
B

ut w
hat I do know

 that here, seeing this, I am
 not fleeing or transcending 

w
hat the pholograpl: im

age gives sight to; ratber, I am
 accepting a test and 

Irying to go to w
hal w

ithin it unthinkable and perhaps, in relation to our 
lim

es, inlolerable. 
1 shoulaot be seeing un entre-tem

ps in a still photographic 
ill'314c; perhaps, al I.st as far as D

eleuze is concerned, I should be seeing it 
ill 11i(' 'illiersii -t" Iii in m

odern cinem
a som

etim
es opens betw

een im
ages 

(alldio (II' visll:d) :lIlw
hich is c;dled 'irralional' (follow

ing m
odern 

III:tlh
('III:lIilS

) llt't!le it produ 'cs all illlt'l'v:d tll:ll, w
hilst separating o

r 

'tracing a border', does not belon 
to (as the 

the other) that w
hich it separales 

delim
its 

of one or the beginning of 
to go to the cinem

a' rather it is t'h t 
t h' 

. 
It IS not that I w

ould prefer not 
h 

. 
'
,
a
,
 a
t
,s m

om
ent I ca 

t I 
k 

t e stdl photographic im
age that is before m

e_ 
' 

nno 
00 

aw
ay from

 
. 

TIm
e and tim

e again, Deleuze speaks orh v' 
, 

's som
eone w

ho sees further than the 
can r 

a II1g us becom
e a seer', w

hich 
w

hereas the m
edia turn us ,'nt 

y
.
 

eact, that IS, thll1k." H
e says that, 

o m
ere passive onlook 

. ( 
. 

the m
ost ordinary events cast us 

"
.
 

els or w
orse stlJI, voyeurs), 

. . 
as VISlonarres' and w

i 
b 

VISIOnary w
hat w

e accede 10 is a v' .' 
,<

 
.
•
 len w

e 
ecom

e such a 
interval-

of becom
jng w

ll'ch . _ ISlon that unrem
lttll1 gl. y sees the tim

e -
the 

, 
1 

'S to see w
hat IS w

'th' 
. 

-
to see." Now, I have let m

yself 
t 

d 
,

I. III II: too m
uch -

agonising 
vision; how

ever w
hat thl'S 

go t1 0w
ar s -

and expenm
ent w

ith -
such 

I 
m

eans IS 'lal now
 I . 

. 
photographic im

age as an interval-
e 

t 
. 

calnnot stop seeIng a still 
. 

ven -
Inw

llch
ap

 
t 

. 
tune rem

ains in ql.lestiOll· yet 
h.t th.

.
.
 

resen 
m

om
ent In 

, 
,w

 a 
IS experun 

t' h 
10 do is to think sl'illness in such a 

tl. 
d 

en 
as m

oved m
y thinking 

contem
 orar 

i 
'. 

. 
_. 

w
ay. 1.It 

em
ands that J ask: W

hat 
I 

p 
Y

 m
age pract,ces are sustaUllng a resistance 10 the 

> 
m

ay have been slow
 in 

ettin 
her 

. 
. 

present. 
m

atters m
ost: W

hal in OIl" c g
i

g 
e, bUI thIS IS the question that for m

e 
on em

porary ,m
"ge 

. -f 
. 

" 
present in favour of preservin 

tl 
'. 

d 
. 

-pIal Ices
,s resIsting the 

in so dO
ing, m

aintaining a til:e
 t;e t" re 

uClbdlty of that w
hich is 'nol yet' and, 

la 
rem

all1s uncontrolJed> 
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Portraits, Still V
ideo Portraits and the A

ccount of the Soul 
Joanna Lowry 

The state oj our soul is one thing, the account we give oj it, to ourselves and 
otlters, is another .... O

ur soul is a moving tableau which we depict unceasingly; 
we spend m

uch tim
e trying to render it Jaithfolly, but it exists as a whole and 

all at once. Tlte m
ind does not proceed one step at a tim

e as does expression. 
I 

In this passage D
iderot recognises the central difficulty im

plicit in the 
representation of w

hat w
e m

ight today call 'the subject': the tension betw
een 

the tim
e of ' the soul', as he term

s it, existing in a space of duration and on· 
going presentness, and the intrinsic tem

porality of the conventions of 
representation or expression w

hich alw
ays, in som

e sense involve a narrative 
and invoke a tim

e· based sequence. W
hat he gives voice to here is the desire 

that w
e have for an account of the soul that w

ill in som
e w

ay be transparent 
to its presentness, and that w

ill provide a m
eans by w

hich the boundary 
betw

een being and representation m
ight be possibly breached. W

hat is 
significant in his observation is the linking of this desire to a problem

 of tim
e. 

The problem
 of tim

e has been central to discussions about the w
ay in 

w
hich photography represents reality, or, as w

e m
ight say, intercepts it, 

disrupting our com
m

on·sense understanding of the relationship betw
een 

past and present, stopping the Aow of tim
e and holding it in an uncanny 

stillness for years on end, revealing to us a present w
ithout a future. A

 
preoccupation w

ith its odd tem
porality has been central to the key theoretical 

texts about photography fr om
 Benjam

in to Barthes. Significantly the 
discussion of the portrait has been central to m

any of these accounts. It 
seem

s to be the case that the representation of ' the other', of the subject or 
soul, is situated at som

e kind of lim
it point of visibility, a place at w

hich the 
tim

e of the subject and the tim
e of representation are revealed as ineffably 

different from
 each other. If Levinas suggested that it w

as im
possible to 

represent the face of the other, that the gaze of the other som
ehow

 presented 
" fissu

re in the field of the visible, then photography is situated on the very 
edge of that im

possibility, the tim
e of the other not so m

uch represented as 
interrupted, and thereby revealed. 
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It is w
hen w

e present ourselves to the cam
era that we becom

e aw
are of 

the need to m
ake ourselves into a picture and to take control of the account 

of our soul. M
uch academ

ic interest, then, has focussed upon the notion of 
the pose; upon the w

ay in w
hich, w

hen we are photographed, w
e becom

e 
com

plicit in the discourse of photographic representation, gathering our self-
hood together, perform

ing our identity, presenting ourselves to the cam
era, 

holding ourselves steady in a m
ock tableau that m

im
ics the stasis of the 

photograph itself. It is in the pose that w
e both disguise ourselves and glVe 

ourselves away, and the eloquence of the photograph is in its double-edged 
revelation of precisely this am

biguity. The m
echanised tim

ing of the 
photographic im

age underm
ines the process of self presentation: it is 

invariably too soon or too lat e. W
e are alw

ays aw
are that it is a transaction 

tbat has som
ehow

 been m
issed. A

nd it always reveals som
ething m

ore than 
had been offered, but also som

ething less. By virtue of its autom
atism

 it 
profoundly disrupts the skeins of attachm

ent, m
eaning and interpretation 

through w
hich we seek to bind ourselves to each other. It is the very fact that 

the still im
age is a product of that traum

atic rupture of the herm
eneutic 

contract betw
een us that renders it fascinating; it produces a sign that is 

o utside the dom
ain of intentionality and its very lifelessness transform

s 
us into forens ic investigators of the sign. In the still im

age the subject in 
process is translated into a fixed system

 of signs that w
e, the spectators, scan 

for indications of som
e nascent interior life. 

In A
 Sm

all History of Photography W
alter B

enjam
in contrasted the auratic 

presence of the sitters in the early nineteenth· century photographic portraits 
taken by H

ill-A
dam

son and a photograph taken of Kafka as a child of six. H
e 

is fascinated by the w
ay in w

hich the early subjects in the photograph gaze 
out of the picture, averting their gaze. The 'N

ew
haven Fishw

ife' low
ers her 

eyes, looks m
odestly aw

ay from
 the cam

era; D
authendey's w

ife stands next 
to him

 in the picture but 'her gaze reaches beyond him
, absorbed into an 

om
inous distance'.' These tw

o poses, taken in the very early years of 
photography, w

hen the genres of photographic portraiture had yet to becom
e 

fixed, present to him
 som

ething significant about the lim
itations of the 

technology. The im
age gives us the w

om
an, but she is som

ehow
 im

pervious 
to it, and it can only indicate all those things we can never know

 about her, 
only hint at her m

ystery. (Figure II) The w
om

en's refusal of the cam
era takes 

on an alm
ost allegorical force for Be njam

in. These w
om

en stand, for him
, at 

the threshold of m
odernity, rem

inding us of a tim
e in w

hich the constitution 
of subjectivity for m

ost people had little or no relationship to technologies 
of representation, to th 

expanded cllrrency of the irnage that those 
lech 1I010gies heral led. M

osl pl'opk IIl'VI'1 I'W
I' saw pi' III rl'S of them

selves; 

they lived their lives outside representation: T
he hum

an countenance had a 
s ilence about it in w

hich the gaze rested" 
and this, B

enjam
in observed, gave 

them
 a peculiar quality of self-absorption that w

as quickly to disappear: 
'There w

as an aura about them
, an atm

ospheric m
edium

, that lent fullness 
and security to their gaze even as it penetrated that m

edium
." 

The aura tic presence that he discerns in the im
age of the N

ew
haven 

Fishw
ife is a function, not of photography, but of its lim

its, of her quiet 
resistance to it. If aura for B

enjam
in w

as alw
ays associated w

ith distance 
then it is the w

ay in w
hich her self-absorption creates a sense of distance 

betw
een her and ourselves that seem

s to him
 to be so distinctive. This 

quality, w
hich he sees as indicative of the passing of an historical era w

as 
also a product of the state of photographic technology at the tim

e. Long 
exposure am

es m
eant that it w

as im
portant that the sitter be photographed 

111 a qlllet secluded spot w
here they could concentrate on acquiring the 

lIecessary stillness dem
anded by Ihe pholographer: 

Figure 11 
H

ill and A
dam

son, M
rs 

ffizabethjahnsan, N
ewhaven, 

C. 1846. 
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'The expressive coherence due to the length of tim
e the subject had to rem

ain 
still' says O

rlik of early photography 'is the m
ain reason. why these photographs, 

apart from
 their sim

piicity, resemble well drawn or pam
 ted p,ct"res and 

produce a more lasting im
pression on the beholder than more 

. 
photographs.' The proced"re itself caused the subject to foc"s hIS life ,n the 
m

om
ent rather thal1 hurrying past it: d"ring the considerable period of the 

expos"re, the subject as it were grew into the picture, in the sharpest contrast 
with appearance in a snapshot ... Everything about these early p,ct"res was 
built to last; not only the incom

parable groups in which people cam
e together ... 

But the very creases in peoples' clothes have an air of perm
anence. J"st 

consider Schelling's coat; its im
m

ortality too rests aSSLlred; the shape ,t has 
borrowed from

 its wearer is I10t unworthy of the creases in his face.' 
In this passage B

enjam
in touches upon a very particular convergence. 

betw
een tim

e, technology and subjectivity. W
hat IS throw

n m
to doubt by his 

reflection upon these photographs is the conventional notion of the stabilIty 
of the photographiC sign. The tim

e that is figured in the im
age through the 

w
om

an's state of plenitude and absorption is brought m
to bem

g through the 
very slow

 and laborious processes of early photography. W
hat is striking in 

this passage is the way in w
hich that technology seem

s to have provoked an 
unfolding of tim

e, causing us to inhabit, as it w
ere, the tem

poralIty of the 
pose itsel f. It is this sense of the tem

poral that binds us, the readers of the 
im

age, to the subject caught on the photographic plate. The distance that 
D

iderot rem
arked upon above betw

een the lived tim
e of the soul and the 

fixity of its expression in representation becom
es palpable.' The distance 

betw
een the photograph of the N

ew
haven Fishw

ife and a photograph of the 
young Kafka, sharing in that new

 com
plicity w

ith the im
age that follow

ed 
the dem

ocratisation of the im
age w

orld, is, claim
s B

en)am
m

, vast. 
. 

This was the period of those studios, with their draperies and palm
 trees, their 

tapestries and easels, which occupied so am
biguous a place between executIOn 

,,,,d representation, between tOl1"re cham
ber and throne room, to wh,ch an 

early portrait of Kafka bears pathetic witness. There the boy stands, perhaps 
six years old, dressed up in a hum

iliatingly tight child's suit overloaded W
Ith 

trim
m

ing, in a SOli of conservatory landscape. The backgro"nd is thick with 
palm

 fronds. And as if to m
ake these upholstered tropics even stuffier and m

ore 
oppressive, the subject holds in his left hand an il10rdinately large broad-. 

.. 
brim

m
ed hat, such as Spaniards wear. H

e would surely be lost ,n thIS sett,ng 
were it not jor the im

m
ensely sad eyes, whiclt dom

inate this landscape 
predesl.ilted Jor I.hem

." 
. 

III Ihis paragraph 
d":lws (jU

l' all(,lItion 10 the early history of 
stlldio porlrailllrl' wilh its dl'\)l'lldvllu

' IIpOt1 
theatrical propS and 

conventions. In the m
idst of the paraphernalia of the display and the 

contnved perform
ance of social identiry he draw

s our attention to the self-
aw

areness of the sm
all boy's gaze, in w

hich w
e already sense an aw

areness 
of the constraints of self-presentation. O

nce the threshold of photographic 
reproductIO

n had been crossed w
e all becam

e bound Up in a currency of the 
Im

age that becam
e increasingly fundam

ental to the constitution of subjectivity 
m

 m
odern sOCIety. The difference betw

een this sm
all boy's pose and that 

of the N
ew

haven Fishw
ife is, B

enjam
in indicates, subtle -

but absolutely 
slgm

ficant for an understanding of the im
pact of technology upon the w

ay 
III w

hIch w
e conceive of ourselves. 

In draw
ing our attention to these tw

o different subjects, each addressing 
us across the years from

 therr separate m
om

ents in history through the 
m

edlU
m

 of photographic technology, B
enjam

in draw
s our attention also to 

the com
plex variability in the w

ays that that technology produces both a 
sense of tim

e, and of subjectivity. W
hat is encapsulated in these tw

o exam
ples 

IS the pecuhar am
biguity of the photographic im

age, situated as it is betw
een 

subject and spectator, and engaged in a dialectic betw
een resistance revelation 

,",d identification. A
fter photography subjectivity is perform

ed 
and the correlative of this is that our sense of the presence of the other is 
;dso transform

ed, m
ediated as it is through this perform

ance to the cam
era. 

Bill thIS sense that B
enjam

in w
as reaching for in his text, of the gulf betw

een 
:I secret, absorbed self, captured alm

ost against its will by photography and 
I lie self that IS constItuted for photography and that is perform

ed for it, has 
heen central to the developm

ent of photographic portraiture. W
hat is m

ore 
I"'rtinent to m

y argum
ent here is his observation that this has som

ething 
III do both W

Ith the orne of being and w
ith the alienating m

echanism
 of 

111l' photographic apparatus -
w

ith the difference betw
een existence and 

II·presentation. O
ur sense of the photographic im

age as a fixed textual object 
III,ated In the here and now, as a set of signs inscribed on the visible, begins 
It! seem

 Inadequate to the task of describing the problem
atics of this 

Illscription of subjectivity in tim
e through technology. 

I I IS thIS Issue of the relationship betw
een tim

e, technology and the self 
III:II.IS central to recent practices in photographic and tim

e-based arts, in 
I'.II·IICl.dar the phenom

enon of the still video or film
 portrait, in w

hich the 
'IIII'i" 

I is posed as if for a studio photograph, and film
ed for anything from

 a 
i,'w

 Sl'conds to an hour or m
ore. Recent exam

ples of the genre include w
ork 

I:y lIill Viola, G
illian W

earing, Sam
 Taylor-W

ood, Rineke Dijkstra, Thom
as 

Nlllilh. and Fiona Tann. This type of w
ork takes on all orthe conventions of 

IIII' 'Iill photograph as its fram
ing discourse, bUI extends it in tim

e, refusing 
II,,· "'Sollliion of the still im

age and pr 'serving Ihe tem
poralilY

 orthe pose. 





·02
. 

W
hilst having historical precedents in experim

ental film
 w

ork of the 19 60s 
and in the w

ork of perform
ance and video artists of that period w

ho w
ere 

concerned w
ith ideas of real tim

e, duration and endurance, there is a strong 
case for situating this m

ore recent set of experim
ents w

ithin discussions 
about photography. The adoption of a fixed cam

era position, the conventions 
of the head and should er portrait or group portrait, the carefully com

posed 
presentation of the subject to the cam

era, all indicate an attem
pt to delineate 

a s pace that is recognisably 'photographic'. This is a practice that seeks to 
use the available technology to stretch or extend the photograph to Its bm

lt, 
through a testing of the idea of the pose as a kind of perform

ance. 
This kind of tim

e-based portrait, 1 w
ould like to suggest, provides a 

peculiarly intense site for considering the triangulated relationship betw
een 

subject, spectator and tim
e, and the tension betw

een absorptIOn and 
perform

ance that Benjam
in drew

 attention to in A
 Sm

all History oj Photography. 
Perhaps it is true to say that, w

hile Benjam
in saw

 the distinction betw
een the 

tw
o portraits he described as being in som

e sense absolute and separated by 
historical and technological changes that w

ere Fundam
ental and rrreverslble, 

w
e m

ight recognise the extent to w
hich our ow

n fascination w
ith the portrait, 

photographic or film
ed, continues to lie in the subject's Fundam

ental. 
am

bivalence in relationship to the technology of representatIO
n, shifhng 

betw
een a perform

ative engagem
ent w

ith the spectator and a self-absorbed 
resistance to the photographic sign. But w

hat is significant in thIS type of 
w

ork is how
 the question of the subject's presence in relationship to the 

spectator is changed by the fram
ing of the encounter in tim

e: that is by the 
introduction of the notion of duration. The pose here is som

ething that takes 
place over tim

e _ a tim
e that, like the still photograph, is also m

arked out 
and delim

ited by the operations of the technology -
but nevertheless It IS 

characterised by its ongoing presentness. In the film
ed portrait w

e are alw
ays 

w
itness to the subject, as Benjam

in put it 'grow
ing into the picture', 

becom
ing the sign: negotiating it, w

ithdraw
ing from

 it, resisting it, claim
ing 

it. W
hat w

e see is a negotiation of the very term
s of visibility itself, on a 

plane of the visible that has been opened up by the technological apparatuses 
of photograph y, video and film

. 
This process of negotiation can be seen in Fiona Tann's archival project 

COLmtenance (2002). Taking as her starting point Citizens oJthe Twentieth 
Cel1tury, A

ugust Sander's photographic survey of the Germ
an nation, begun 

in '9'0 and first published in partial form
 in '929, Tann developed a parallel 

archi ve of film
ed portraits of contem

porary individuals and groups m
 Berbn 111 

2002. Follow
ing the exalTlple of Sander sir(' d('veiopcd a classificatory system

 
lor h('r porlrails based un occlIl"llioll, I:IIl1ily Iypl'. Ill' social i-\'0up. (Figure 12+13) 

H
er subjects w

ere sim
ply and artlessly film

ed for around a m
inute at a tim

e 
(and played back to us som

etim
es for just a few seconds), just long enough 

for us to have to 
the initial glance w

ith w
hich w

e assess an im
age into 

a gaze that m
Ight begm

 to interrogate it -
and just long enough for the 

m
divlduals to adapt them

selves and subm
it to the tem

poral fram
ing of the 

film
. Standing quite still, poised against the chance and haphazard activity of 

therr surroundm
gs -

bystanders walking past, the w
ind in the trees, the bustle 

of the street -
the subjects com

pose them
selves for the cam

era, gaze into it, 
adJust them

selves, wait aw
hile. They are seen in the process of taking on the 

pose, In
 a kind of attentiveness to the m

om
ent that is m

ade m
ore significant 

because of the random
 and contingent m

ovem
ent around them

. 
These im

ages are very know
ing in their relationship to Sander's. The 

participants in her project w
ere inform

ed about his work and m
ade aw

are 
of the relationship betw

een the tw
o bodies of w

ork. H
is w

ork has com
e 

in the literature on photography, to stand for that anxiety about the 
inscriptio,n. of individuality w

ithin the photographic sign. A
s an ethnographic 

proJect C,hzens w
as w

edded to a positivist philosophy of description. The 
photographs w

ere designed to reveal the extent to w
hich the social position 

and irfestyle of the individual w
as engraved upon them

, not only in their 
phY

SIO
gnom

y but also in their expression, their stance, their clothing and 
their rhetoric of self-presentation to the w

orld. The photographs w
ere 

m
esm

ensm
g because of the way in w

hich they pointed to the subtlety of the 
pose and the cam

era's ability to reveal just slightly m
ore than the subject 

m
tended. The stilled s urface of the photograph provided a site for the fixing 

of a sem
IOtIC of tlle subject in the visible. It provided a m

echanism
 for 

turning the subject into a text that could be read. 
Tann's film

ed portraits re fuse that sem
iotic. By extending the tim

e of 
portrait by just a few

 seconds they expose the instability of the pose. 
I rOJected In

 sequence on three large screens in the gallery they disrupt 
the Im

pltclt dynam
ic of pow

er that norm
aUy allow

s the spectator to look at 
the subject and that gives the form

er the advantage of tim
e being on their 

Side. (FIgure I4) For a brief m
om

ent tllese figures seem
 to look back and 

to share in a kind of perform
ed duration; they are not sim

ply fram
ed and 

lilstanced -
their bodies reach out beyond the space of the screen and are 

briefly intertw
ined, locked in an engagem

ent w
ith the spectator in the lived 

m
om

ent' The issues raised here bec om
e clearer if we look at a m

ore 
I'xtrem

e exam
ple of the stiU

 video portrait. 
. 

l3elw
een 1996 and 2003 Thom

as Struth recorded a series of large-scale 
Video portraits that w

ere to be projected onto hanging screens. These w
ere 

I'Xllibiled in a num
ber of different venues, but this account is based upon 

8 ThiS deslllplion It'!<ll{' .. to 
111(' w

ork.'l" It w
as 

<It 
M

oder!1 Art 
0

) ford. 
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their installation in Bordeaux at the Centre for C
ontem

porary A
rt in 2

0
03. 

O
nce a ain there w

as an archival structure underptnn111g the work -
the 

included a num
ber of distinct social types: anarch.tect, a 

d 
. 

..t dealer Struth's godson a little girl, etc. The sublects w
e' e not se ectle 

on 
-
,
 

' 
I 

d' 
Y

 peop e
-

for their individuality but because, at som
e level, t ley w

ere or tnar 
tl 

Iheir histories w
ere unim

portant. It w
as their 

and 
their em

ptiness as potential spaces for the 
)ro' ection of fantasy that m

ade them
 com

pe 111g. 
I 

I 
'd r these portraits at the level of surface, as 

im
pelled the spectator to cons. e 

. ul 
. 

ti,e Rat d·.m
ensions of the screen. W

ithout a sense of a partlC 
ar 

occupy.ng 
. 

d
'd 

fty 
I 

'ghl begin 10 oscribc som
c m

C<1n. ng an 
• en

. 
, 

person to w
 10m

 one m
. 

h' 
h 

Ihe' ".ces Ihal w
ere presenled 10 lile slw

llJIO
r ,collld only 

... lSor 
er 

I · 
I'. k 

10 11,""
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of the tim
e of the pose. The em

phasis on spectacularly large, form
al and 

sim
ple screens w

ith the apparatus of projection subtly concealed, also 
encouraged the spectator to see these as m

odernist w
orks of art, draw

ing 
attention to the elusive m

ateriality of the surface of screen itself, reinforcing 
the fact that, though it offered a representational depth the screen was also 
an object that w

as absolutely w
ithout depth, absolutely thin: one could w

alk 
bebind it. 

The subjects sat for a w
hole hour in front of the cam

era, as still as 
possible, their concentration occasionally interrupted by the blink of an eye, 
a slight w

riggle of the body or shifting of their pose. U
nder the im

position 
of the rigid term

s of engagem
ent they m

oved into a seem
ing trance-like 

state, alternating alm
ost im

perceptibly betw
een a subtle self-consciousness 

in front of the cam
era and a w

ithdraw
n m

editative state, flickering in 
betw

een the place of being and the requirem
ent to becom

e a sign. At tim
es 

it seem
ed that these people w

ere on the brink of becom
ing so self-absorbed 

that they m
ight slip out of visibility itself, w

ithdraw
 into som

e other 
im

aginary space and leave one only w
ith the surface of the screen to gaze 

at. The relationship betw
een the surface m

ateriality of the im
age and the 

perform
ance w

as absolutely fragile and thin. H
ere, as in Tann's piece, w

e see 
the w

ay in w
hich the larger cultural question of how

 w
e can know

 the other, 
how

 w
e can understand the subject, is located in term

s of the relationship 
betw

een technology and tim
e. The perform

ance of the pose becom
es the 

over-determ
ined site for the definition of the subject's authenticity. 

If this type of portrait is about the w
ay in w

hich w
e are constituted, as 

subjects in a technological culture. through perform
ance, it also raises 

im
portant questions about the gaze and the significance this takes on in this 

context. Stm
tb's video pieces w

ere projected onto a series of m
am

m
oth 

screens suspended from
 the ceiling and bung, angled aw

ay from
 each other 

so that they could only be looked at one at a tim
e. H

olding their pose as still 
as poss ible for such a long period of tim

e and staring straight into the 
cam

era lens was certainly an exercise in endurance for the subjects, one 
w

hich had its ow
n pow

er dynam
ic in relationship to the m

obile, shifting 
audience that passed through the m

use um
 halls w

here it w
as installed. The 

spectator felt com
pelled to return the gaze, to w

atch back, but inevitably 
could not m

eet the challenge -
w

as out-faced, and turned to m
ove on to the 

next encount er uncom
fortably aw

are of his or ber irrelevance to the subject 
tbey had left behind. Part of tbe discom

fiture w
as of course related to the fact 

that the gaze that seem
ed to be directed at the spectator, w

as not directed at 
him

 at all, but at the cam
era. Tbe very directness of the apparent form

 of 
address w

as in fact an illusion m
asking the presence of the film

ic apparatus. 
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.,,1' ""I The cam
era in this w

ork represents a blind spot in the visual field. It is the 
object of the spectator's gaze, but it is now

 absent and becom
es a kind of 

vanishing point for a gaze that can never be m
et. Though w

e stand, as 
spectators, in the place it m

ight have occupied, our ow
n gaze can never m

eet 
the one that appears to be directed tow

ards us. 
In both these pieces of w

ork -
Tann's and Struth's -

w
e feel as though 

w
e are engaged by the subject. Even as w

e look at them
, they seem

 to be 
looking at us or through us, but they do not see us. Yet w

e also feel as though 
there is a sense in w

hich, in front of the im
age, it is w

e w
ho are pOSitIOned 

in the place of the visible. W
e are rem

inded of Lacan's discom
fiture in his 

anecdote about the sardine can bobbing in the sea, reflectm
g the I1ght of the 

sun, and not seeing him
 as he sits in the boat w

ith the laughing fisherm
en. 

Now w
e becom

e aw
are that the subjects of these w

orks don't see us, and that 
the space of the visible far from

 being a continuous plane is in fact uneven, 
fissured, folded, and that this space of visibility is peculiarly com

plicated by 
the intervention of the apparatus. It is this fault-line in the visible, at the pom

t 
of the illusory convergence of these tw

o gazes -
the subject's and the 

spectator's _ that defines the difference and the distance betw
een us. 

In The Visible arld the [rlvisible M
erleau Ponty struggled W

Ith the 
developm

ent of a theory of vision that w
ould take into account our em

bodied 
relation ship to it, describing the 'chiastic' relationship betw

een the vIew
er 

and the w
orld, an intertw

ining through w
hich the w

orld w
as brought m

to 
a kind of visibility. W

hat needed to be put into question and seen as 
problem

atic w
as how

 the view
er cam

e to be seen as separate from
 the w

orld 
_ how

 the visual ever becam
e positioned as som

ething other, som
ethlO

g 
differentiated and separate from

 the spectator. Stephen M
elville sum

s up 
the central issue thus: 

Visiorl is the p!aee where our corltirluity with the world eOrleea!s itself, the p!aee 
where we mistake our eOrltaet fa" distarlee, im

agirlirlg that seeirlg is a substitute 
for, rather tharl a mode of touehirlg -

arld it is this arlaesthesia, this 
serlsdessrless, at the hea,·t of trarlsparerlCY that dem

ands our aekrlOwledgemerlt 
arld pushes our dea!irlgs with the visual beyorld reeogrtitiorl' 
Recent studies theorising the history of visuality have m

ade us m
ore 

aw
are of its provisionality, and of the extent to w

hich our relationship to 
the presum

ed transparency of visuality is in fact the product of com
plex 

historical conditions and cultural form
ations. M

elvi.lle's com
m

ents draw
 our 

attention particularly to the w
ay in w

hich the very definition of 'the visual' 
is predicated upon the construction of a distance betw

een the spectator and 
the w

orld _ a distance Ihat is m
ainlained Ihrolll-\h the w

ork of culture and 
Ihrough the w

ork Ufll'chll"\OIlY' I'holoW
"p\,i1 11'1hIl0\0I-\i('s have provided one 

key cultural m
echanism

 for defining the place of the visual and positioning 
It In

 relatIO
nship to us. In representing the subject they also define the site 

of the subject's visibility, the place at w
hich he or she can be seen. They cut 

through the w
orld, interrupt it, producing difference and distance and 

projecting it onto the surface of the paper or the screen. They produce a 
differentiated space of the visible within w

hich the subject and the spectator 
are m

ade aw
are of their otherness and their distance from

 each other. 
There is also a case, I suggest, for considering the w

ay in w
hich they 

produce a particular tem
porality of the subject. M

edia such as these do not 
'represent' tim

e as such; they playa significant role in producing the cultural 
phenom

ena through w
hich w

e understand tim
e. O

ur experiences of 
tem

porality, of duration, presence, speed, etc., in contem
porary culture are 

increasingly a function of the technologies that support the infrastructure of 
our society. In the types of w

ork discussed here w
e see the 

of the 
productIO

n ofa w
ay of understanding the concepts of presence and duration 

in relation to being that is indissociable from
 the technologies them

selves. 
As M

ark G
odfrey says in an essay on Tann's w

ork 'new
 technologies produce 

new
 form

s of subjectivity"" 
The phenom

enon of the absorbed, distracted subject, that Benjam
in drew

 
ourattention to in his exam

ple of som
e of the earliest form

s of photography, 
IS SIgnIficant because it rem

inds us of the extent to w
hich our understanding 

of the subject, and of the w
ay in w

hich the subject is incorporated into a 
culture of visibility, is dependent upon the technologies of representation. 
The early tedm

ology of photography had a profound im
pact upon the w

ay in 
w

hIch w
e learnt to read the account of the soul, and to present that account 

to each other. B
enjam

in, in his essay, noted the com
plex intertw

ining of tim
e 

and perform
ance that und erpinned the photographic im

age; he noted the 
extent to w

hidl the developm
ent of photographic culture intercepted the 

subject and drew
 them

 into a com
plicity w

ith the tim
e of the im

age. This 
problem

a tic is still there, although changes in technology have caused the 
terrain to shift. A

s so often is the case, and as Laura M
ulvey has pointed out, 

as technology develops and the discourses and regim
es of production that 

hold the very concept of 'photography' in place com
e under pressure, we 

ironICally find ourselves returning to the very earliest m
om

ents in the 
developm

ent of the m
edium

: the technology m
ay have cbanged, but the new

 
form

sthat it takes m
ay enable us to revisit and see w

ith new
 darity, through 

the prism
 of change, the im

pact of the photographic upon our understanding 
of the self. II 

The technologies that have brought us the still video portrait have played 
" role In developlllg a space of the visible w

ithin w
hich the subject can 
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erform
 them

selves and m
ove betw

een the tw
o registers of selfhood 

. 
identified by B

enjam
in, resisting the textuality of the stIli Im

age that m
Ight 

have fixed their account of them
selves. They offer us a new

 enchantm
ent 

. 
th 

.. 
I'ty and fragility of the pose and w

ith the alternatIO
n 

w
Ith 

e provlslO
na I

'
d

'
 

betw
een absorption and perform

ance that is central to our understa;. Illg 
d 

of the self. But they also, through the very m
echanism

s of the recor Ill; an 
projection process, provide the architecture for the space and :':: 

hich the subject can be perceived ITI thIS way. They construc 
:f visibility and distance across w

hich w
e read the account of the soul. 

M
elancholia 2 

Kaja Silverm
an 

In this essay, I w
ill be focusing upon Jam

es C
olem

an's extraordinary 
projection, Background (r991-J994). Like Lapsus Exposure (J992-94). 
I N

IT
 I A L S (1993-94). and Photograph (1998/99

), to w
hich it is closely 

related, Background is an allegory about the form
al elem

ents out of w
hich 

_ 
il is m

ade: language and photography. I It also privileges 'versification' over 
denotation, and destabilizes the still im

age. Finally, in Background, as in the 
olher w

orks listed above, C
olem

an links the past to the present through a 
s"ries of rhym

es, and m
akes the photographic im

age the form
al vehicle for 

" larger m
editation upon tim

e. 
I n I N

IT
 I A L S, C

olem
an em

phasizes prim
arily the objective 

dim
ensions of tim

e. H
e does so by dram

atizing the reciprocity of the relation 
Ii liking tem

porality to photography; not only does the analogue im
age 

pl"relure, but tim
e itself also has a photographic consistency. This giant 

I'llolograph is not one w
hich w

e can ever survey from
 an external vantage-

point, since w
e are ourselves inside it. It has, how

ever, im
portant psychic 

J.Jm
incations. It renders null and void the distinction w

hich is generally 
."sllm

ed to separate reality from
 representation, and opens the door to an 

"lIlirely new
 theorization of hum

an finitude. 
Bul C

olem
an is finally m

uch m
ore concerned w

ith the subjective than 
IIII' objective dim

ensions of tem
porality. In Lapsus Exposure, tim

e m
anifests 

It''l'lf' prim
arily through the language and im

ages w
hich every subject 

1IIIIt'riis from
 the past, and w

ithin w
hich she m

ust m
ake her way, W

e enter 
1"lIlporality affectively, and the vehicle of this entry is 'song'. In Background 
Ii lid 1'1'IOI.ograph, C

olem
an shapes tim

e as m
uch to hum

an desire as to the 
11,JII"rnission of language. Signification em

erges from
 a prim

ordial loss, 
III w

llich it also alw
ays 'answ

ers', A
ffect consequently figures even m

ore 
1l'lIlr:dly in these tw

o w
orks. But this does not m

ean that there is no room
 

III 11"'11'1 far a m
ore 'objective' tim

e. For C
olem

an, as for H
eidegger, there is 

lill,dly lIothing m
ore w

orldly than affect. H
ow

 the hum
an subject feels at any 

IIlvl'lI Illom
ent in tim

e has dram
atic consequences for other creatures and 

II delerm
ines w

hether or not they can appear. 
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Background (See Figures 15-18) is suffused w
ith m

elancholy, an affect 
w

hich has often been linked to a llegory: Colem
an not only acknow

ledges 
this link, he also insists upon it. The m

ost im
portant visual representation 

of acedia w
ithin the W

estern tradition is of course D
urer's M

elancholia, This 
w

ork clusters signifiers of sorrow
 and contem

plation -
a sleeping dog, an 

hourglass, a setting sun, scientific instrum
ents -

around a gloom
y angel, 

w
ho is herself the very em

bodim
ent of black bile. A

 bell seem
s on the verge 

of tolling, and debris covers the ground. In a m
uch later text -

Theses on the 
Philosophy oj H

isto,y -
W

alter Benjam
in also allegorizes m

elancholy through 
a dejected angel-

the angel of history. W
here the rest of us 'perceive a chain 

of events', this figure sees 'one single catastrophe w
hich keeps piling 

w
reckage upon w

reckage and hurls it in front of his feel." A
nd in another 

text, The O
rigin oj G

erm
an Tragic D

ram
a, Benjam

in offers a sustained 
discussion of the relationship betw

een allegory and m
elancholy, finding the 

latter to be the affect specific to the form
er' 

But I do not m
ean to suggest that B

enjam
in's Theses on the Philosophy oj 

H
istory and The Origil1 oj G

erm
an n

'agic D
ram

a are continuous w
ith D

urer's 
M

elancholia, or that Colem
an's BackgroLlMd follow

s directly from
 any of these 

other texts. The m
elancholy w

hich concerns Benjam
in is that induced by 

history, not black bile. H
e also offers a very different definition of allegory 

than his artistic predecessor. The tropes assem
bled by D

urer -
like those 

earlier deployed by Plato and the C
hristian C

hurch fathers -
have a pre·given 

m
eaning, one underw

ritten by m
im

esis. Those upon w
hich Benjam

in shines 
his critical light have neither of these guarantees. They constitute the 'ruins' 
of signification -

a 'petrified' landscape, in w
hicb m

eaning no longer resides. 
A

llegory is also not a feature of this landscape itself, but provides -
rather -

a w
ay of reading it. It represents the tragic herm

eneutics through w
hich 

w
e im

pose an extraneous m
eaning upon w

hat once seem
ed to pulse w

ith 
divine Significance. 

A
ltbough C

olem
an pays hom

age to Durer and the m
edieval theory of 

hum
ors by situating a black sloth at the center of the visual field of Background, 

he in no w
ay subscribes to w

hat E.M
.W

. Tillyard w
ould call the 'G

reat C
hain 

of Being." 
Like the author of The O

rigin oJG
e,m

an Tragic D
ram

a, be is 
concerned w

ith the ruins of signification. BackgrouI1d takes place in a 
laboratory for the reconstruction and preservation of the skeletons of 

.. 
prehistoric creatures. At the sam

e tim
e, though, these activities are not an 

end in them
selves. Colem

an ultim
ately seeks not m

erely to 'catalogue' the 
'sections' of the m

etaphoric sloth. but also to breathe new
 life into them

. 
This project rcaches its C11lm

i""tio" ill P'ro/.ogm
l"" 

w
hich ends w

ith the w
ord 

'quicken', but already in Backgro,.u',.d Colem
a" uses allegory as an agency for 

t h,nk,ng beyond death. 
T

he author of Background, Lapsus Exposure, I N
IT

 I A
 L S, and 

Phol.ograpl1 m
,ght also be said to 're-m

otivate' allegory. H
e does so by basin 

,tupon the 
of correspondences that Baudelaire celebrates in his 

g 
fa.m

ous 
and Proust uses as the organizing principle of Rem

em
brance 

oj Tlungs last. J basten to add that Colem
an does not offer a theological or 

even a stable accollnt of m
eaning. The m

etaphoric associations w
hich 

Interest b,m
 em

erge onl 
th 

I
·h 

A
 

. 
. 

y 
roug 1 t e

e
e
tlng echoes and resonances w

h
ich 

Im
k w

ords and visual form
s to each other. It is also only via a particular 

lIStener or seer that one term
 can be said to reverberate w

ithin another. The 
tem

poralY
 and subJect,ve nature of these linkages, how

ever, does not m
ake 

tilem
 any less true. Colem

an helps us to understand that it is only in finding 
the

, hym
es that are 11Idden w

ithin ourselves that w
e can com

plete the 
col/plet of Be,ng. 

Figure 15 
Jam

es C
olem

an, Background, 
199 1-94 

5 r 1(>1('1 
.f ( JLH'\.t', 10 tlu

' ,",0('111 
'(orrt><ipllndt'ft<..· .. 

v"III(11 ''>It) 
be found til Chdtk'", B

.w
nd<JlI(, 

ils
F

/u
"

,loM
ti/llll. 

fiow
., 

' 
I} Fyil. Ir,1I1'> Jdm

rs M
CC<>W

dll 
O

'(fc"d lIlllv('r<;lly Pr<>'><;, 
O

'(fold/N
ew

 York. ")1.)8 



, 
j 

I" 

, I 

In Background, Lapsus Exposure, and photograph, C
olem

an also com
plicates 

the relationship betw
een allegory and m

elancholy. H
e suggests that w

hat 
B

audelaire calls 'correspondences' are not a throw
back to a m

om
ent before 

the bifurcation of signifier and signified, but instead constitute a subsequent 
stage in the allegorical trajectory. It is only after w

e have ceased to believe. 
in the im

m
anence of m

eaning that w
e are free to form

 such analogIes. It IS 
also only as a result of the m

elancholy induced by the disintegration of the 
sym

bol that w
e are prom

pted to do so. 
.
'
 

. 
C

olem
an is in im

plicit dialogue w
ith B

enJam
m

 here as w
ell, albeIt not 

the one w
ho w

rote The O
rigin oj G

erm
an Tragic D

ram
a. In The Arcades 

Project, Benjam
in links allegory not m

erely to the Baroque, but also to 
m

odernity in som
e larger sense. The latter, he w

rites, 'has, for ItS arm
ature, 

the allegorical m
ode of vision.' This is because allegory w

orks to dIspel all 
illusions that proceed from

 the notion of a 'given order,' w
hether of art of 

life.'" G
erm

an tragic dram
a achieves this goal for art by revealing the 

arbitrariness of the sign -
by teaching us that 'any person, and obJect, any 

relationship can m
ean anything el se." 

C
apitalism

 -
w

hich i.s for BenJam
m

 
virtually synonym

ous w
ith m

odernity -
does the sam

e [or life by extendm
g 

the principle of arbitrariness into the econom
ic dom

ain. The value of the 
com

m
odity, capitalism

's object par excellence, functIO
ns m

uch asm
eanm

g 
does in B

aroque dram
a; it is extri"sic, the result only of the relatIO

nshIp of 
the com

m
odity w

ith another term
. 'The singular debasem

ent of thm
gs 

through their signification, som
ething characteristic of seventeenth·century 

a llegory', finds its contem
porary equivalent in 'the singular 

of 
things through their price', w

rites the author of The Arcades 
B

enjam
in characterizes the arbitrariness of the com

m
odIty s value as 

'progressive' at one point in this latter text. H
ow

ever, he also dream
s there 

and elsew
here about m

otivated m
eaning, and this dream

 takes the form
 of 

the 'correspondences'. In Som
e M

otifs i" Baudelaire, B
enjam

in m
editates at 

length upon this kind of analogical signification, and its capaCIty to hght up 
and exalt." A

lthough obviously deeply attached to It, he relegates It to the past 
_ to a m

om
ent before the full flow

ering of consum
er culture. In the 

B
audelaire section of The Arcades Project, how

ever, B
enjam

in revises this 
chronology. H

e represents the correspondences as the .'antidote: to the 
arbitrariness of the sign -

as our m
eans for reassem

blm
g the pIeces that 

.. 
m

odernity has torn asunder. H
e does so by quoLing at length from

 an 
unidentified text by Joseph de M

aistre: 
Once ca"Jor", a pelJeclly adec/IIllIe idea oJthe ,,,,ive/'se by co"sidering il. ",1(k,. 
1.11" aspect oj" lIasi. "",,,.,,·,.w, oj"'W

I,,,",t/ l,islOf\, fxposed 1.0 I.he shock oJa" 
eClrtllfjIW

kf'. Till' door /0 IIII' 1011,'( lim
l /'O

(llli j" "1'1"1 (wei broken; I,here are tiD 

more 
.... Som

e shells have rolled out into the hall oj m
inerals, and a 

hum
m

m
gbird's nest is resting on the head oj a crocodile .... [But] the eye that 

ranges over this m
ighty tem

ple oj nature reestablishes without difficulty all that 
a Jatal. agency has shattered, warped, and displaced ... look closely and you can 
recognIze already the effects oj a restoring hand. Som

e beam
s have been shored 

up, som
e paths cut through the rubble; and, in the general confosion, a m

ultitude 
oj analogues have already taken their place again and come into contact. 00 
M

oreover, on the one occasion w
hen B

enjam
in allow

s him
self to m

editate 
openly upon this lingui stic second-com

ing, it is in em
phatically subjective 

term
s. To be hum

an, he w
rites, is to nam

e things, m
uch as A

dam
 did before 

us ." W
hen w

e do so, w
e utter the w

ords that let things Be; w
e com

plete 
'G

od's creation'. W
e also produce the signifiers for w

hich the w
orld itself 

calls. N
am

ing is, how
ever, a strictly postlapsarian activity. W

hat w
e 

com
m

unicate w
hen w

e say the w
ord that inducts a thing or another creature 

into its Being is not som
ething already inherent w

ithin this thing or creature. 
It IS, rather, our ow

n 'm
ental being' or desire. 

Because of his com
m

itm
ent to the principle of epiphenom

enal sim
ilitude, 

the author of Background does not hesitate to evoke m
elancholy through tw

o 
m

etaphors of darkness, m
uch as D

urer did before him
: a raven, and the black 

skeleton of a prehistoric sloth. W
hen the first of these m

etaphors is introduced 
Into Background, via the voice-over, it is on the verge of dying. Rescued by tw

o 
boys, It ultim

ately survives, but only to be carried in a black box from
 room

 to 
room

. W
hen the sloth is introduced into the w

ork, through an im
age of three 

characters stancling in front of it, it is practically as old as tim
e itself. Colem

an 
"Iso situates it w

ithin a laboratory for the preservation and sectioning of bones. 
illS the pnm

ary representation in this w
ork of'ruination'. 

But these m
etaphors are only one of the form

s through w
hich C

olem
an 

Ihem
atizes m

elancho ly in Background. The latter begins and ends w
ith the 

ext inction of vision, and the sounds of a voice strangulated by the w
ords it 

ullers." This voice, w
hich 'belongs' to a character nam

ed 'Tom
', experiences 

difficulty in speaking in part because of linguistic constraint: he is lim
ited to 

('choing w
hat others have said before him

. H
e does not w

ant this verbal 
legacy, w

e learn near the end of Background, but he cannot refuse it. N
o one 

speaks ex nihilo in the universe of Jam
es Colem

an. 
Tom

', speech im
pedim

ent also has a m
ore local determ

inant: the fact 
Ih"l he has just re-experienced a loss w

hich itself reenacts a m
ore prim

al 
loss. M

osl of the first sequence of Background is given over to the verbal and 
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visual articulation of this loss. lts second and m
ost im

portant im
age show

s 
a w

om
an w

earing a red suit standing betw
een tw

o m
en, one dressed in black 

and the other in jeans and a gray jacket. She is turned slightly tow
ard the 

m
an on the right, w

ho extends his hand to her. Although he is literally 
present, the m

an on the left seem
s to fall out of the field of vision. As w

e 
look, Tom

 identifies the wom
an as 'Jill', the m

an w
ith the outstretched hand 

as 'Jo', and him
self as the site of the 'fading' or 'aphanisis.''' H

e also tells us 
that Jill has turned tow

ard Jo in a negative response to his ow
n request that 

she com
e to him

. 
This refusal evokes the failure of another attachm

ent -
the end of the 

childhood love betw
een him

self and Jo. 'I hoped ... it w
ould last .. .f .. .forever ... 

forever ... Jo', Tom
 says at a key m

om
ent in this sequence. A

nd although this 
part of Background m

arks the beginning of one relationship, as well the 
frustration of another, later sequences w

ill show
 how

 hard It IS to achIeve or 
sustain a union, w

hether it be a m
arriage, a sentence, or the synchronization 

of sound and im
age. 

But this is far from
 delim

iting the uses to w
hich Colem

an puts the affect 
of m

elancholy in this w
ork. The atm

osphere of negativity w
hich suffuses 

Background also has a crucial conceptual dim
ension. In it, as in Lapsus 

Exposure, I N
IT

 I A
 L 5 and Photograph, Colem

an both theorizes and .. 
reinvents still photography. H

e reinvents still photography by tem
poraU

zm
g 

it in a num
ber of different ways. But his account of this form

 as It now
 eXIsts 

also represents an expansion of our usual w
ay of thinking about it,. since it 

constitutes for him
 not only a technology, but also a perceptual lOgIC, and a 

w
ay of 'being'. M

elancholy resides at the heart of all three because the still 
photograph signifies first and forem

ost 'm
ortification'. 

The story w
hich Background tells begins w

ith w
hat appears to be a 

nostalgic conversation betw
een Tom

 and JO
 about a group of photographs 

docum
enting the origin of Jo's relationship w

ith Jill. Tom
 locates the latter 

unequivocally in the past. H
ow

ever, the w
ords he utters prior to the first 

im
ages are suggestive of an event taking place in the present 

som
ethm

g 
w

hich need not be feared, since it w
ill be over in a second. ThIS event IS 

photographic in nature. 'In a flash ... it's o.k .... it's o.k.', is how
 his discourse 

begins. There is a parallel am
bigIlity about w

ho is speaking at 
gIven 

m
om

ent of the first sequence. A
 m

om
ent ago I attnbuted the vOIce-over text 

to Tom
, but it is clear that Tom

 often speaks for Jo as w
ell, not only in indirect, ,. 

but also in direct discourse. In later sequences, he w
ill do the sam

e for other 
char acters as well. Because of this, Tom

's voice m
oves around spatially as w

ell 
as tem

porally. O
ver the course of BQckgl'Olwd, it becom

es less and less his 

'ow
n'. In subsequent w

orks, Colem
an will stress even m

ore the exteriority to 
the subject of the w

ords she speaks. 
The term

 'voice-o ver' also needs to be qualified. A
lthough Background 

Lapsus Exposure, I N
IT

 I A
 L 5, and Photograph all include 

voices, and are, indeed, based upon a technology w
hich precludes 

syncl1Tonization, the relationship w
hich they establish betw

een w
ord and 

im
age de fies the usual categorizations. There is no 'outside' or 'above' to the 

space and tim
e .w

hich C
olem

an's w
orks traverse -

no vantage-point from
 

w
hIch a m

etacntl cal discourse m
ight be m

arshaled. The voices in these 
w

orks consequently do not sp eak 'over' the im
ages to w

hich they refer but 
rather from

 w
ithin them

. 
' 

T
he author of Background em

phasizes the all-encom
passing nature of the 

space hiS cam
era discloses by never leaving the room

 housing the prehistoric 
skeleton. Every linage III this work w

as shot there; the apparent shifts of 
scene are due only to different cam

era set-ups. Colem
an gives tim

e an 
analogous circularity in Background. Not only does this w

ork begin and end 
w

ith Tom
's voice speaking in the dark, but the past also doubles back upon 

the present,. hke a m
ob IUS stnp. Shortly after the evocation of an ongoing 

photographIC seSSion, Tom
 proceeds to resituate this occurrence in the past. 

I n the next sequence, though, he reverts to the present tense, speaking first 
f,om

 the perspec tive of a photographer coaching his subject, and then from
 

that of the one being photographed. N
othing in the sound or im

age perm
its 

LIS to sItuate the photographic transaction before the conversation about the 
resulting im

ages w
hich takes place in the first sequence; rather, the two seem

 
to be happening at the s am

e tim
e. Later, Jill and Jo look at the photographs 

w
hich are ostensIbly III the process of being shot, and Tom

 also situates their 
verbal exchange in the present. Now w

e are asked to think the sim
ultaneity 

of three distinct m
om

ents. Thereafter, all verbal transactions transpire in the 
present. This Im

piJes, how
ever, not the abolition of tem

porality, but rather the 
opcnrng up of the 'now

' to include the past and the future. 
In addition to staging the production of a photograph, Background offers 

:' Ined,tatlO
n on the nature of photography. As w

e learn in the first sequence, 
,I photograph IS Illstantaneous, a 'snap'. It has no duration. It also arrests or 
II ('czes m

ovem
ent. Paradoxically, though, it seem

s to provide the perm
anence 

wilich hum
an relatlons lack; unlike the love betw

een Tom
 and Jo, it is 'forever'. 

til both of these w
ays, the photograph im

m
ortalizes w

hat it show
s. It also 

H
'V

l'S LIS w
hat it depicts in the form

 of a 'having been'. The flash of the light 
hllih W

ith w
hich Colem

an m
etaphorizes the production of a photo could be 

,.lId to m
ark the happening of the present in the form

 of the past. It iliereby 
II IIdl'rrlllIlCS tem

porality frolll another direction. as w
ell. Because the photo-
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graph attests to the actuality of w
hat it locates in the past, it constitutes a 

form
 of proof. and hence an agency of possible incrim

ination. Colem
an 

underscores this last feature of photography obliquely, by having Tom
 say 

threateningly at one point, on behalf of Jo: 'I have the ph ... photographs'. 

So far, Colem
an's account of photography echoes that offered by other 

theorists of photography, such as W
aller Benjam

in, Roland Barthes and 
C

hris tian M
etz." W

here it goes beyond established assum
ptions is in its 

depiction of photography as a form
 of identity; a perceptual system

: and a 
negation of Being. Colem

an begins this part of his discourse by stressing the 
interpellatory nature of the photographic event." A

 cam
era sum

m
ons people 

and things to pr egiven places w
ithin space and ideology. At one of the points 

in Background w
hen Tom

 talks about standing in front of the cam
era, rather 

than behind it, he says portentously: 'w
e w

ere ... being positioned'. A
nd at one 

of the m
om

ents w
hen he seem

s to be on the other side of the cam
era, he 

tells Jo and Jill to 'com
e into ... the light'. 

Photography can interpellate us form
ally as w

ell as spatially or 
ideologicall y. W

hen som
eone reaches for a cam

era, m
ost of uS freeze into 

an anticipatory still. A
nd even w

hen a cam
era is not present, w

e often offer 
ourselves to the look of those around us in the guise of the photograph w

e 
w

ou ld like to be.'" W
e do so by m

eans of the pose. The pose is one of the m
ost 

recurrent elem
ents of Colem

an's w
ork. A

lthough its role shifts from
 w

ork to 
w

ork, it functions in Background prim
arily as a m

eans of expanding the notion 
of the photograph to include the bodily ego. By m

eans of the stiff and studied 
w

ays in w
hich th ey hold them

selves, w
hether they are looking at a photograph 

of them
selves, or being photographed, the characters in this w

ork m
ake 

evident that they are playing to an internal as w
ell as an external cam

era. 
Craig O

w
ens m

aintains in Beyol·,d Recognition: Representation, Pow
er, and 

O
,lture that posing takes place in the m

iddle voice -
that it is neither strictly 

active, nor strictly passive, but som
ew

here betw
een these poles

G
 This is 

because the one w
ho poses sim

ultaneously displays som
ething, and attem

pts 
to be seen -

because she is both subject and object. This is an extrem
ely 

help ful form
ulation. But in an im

portant sequence in Background, Colem
an 

suggests that posing m
ay also include a subsequent m

om
ent -

one w
hich 

in volves a far m
ore radical form

 of objectification. 
In this sequence, Jill and Jo look at the photographs of them

selves w
hich 

arc sim
ultaneously in the procc'ss "fbeillg shot. A

n elaborate A
irtation 

,'lIsues, in w
hich Jill gives herself via one o[the photographs to Jo, and then 

loyly dem
ands that he return her to herself. At one m

om
ent Tom

 says, on 
1,(,1' behalf, 'let's pose -

freeze.''' It is unclear w
hether these w

ords signify 
I,er desire to establish an absolute oneness w

ith tbe im
ages at w

hich she and 
10 arc lookillg, or her w

ish that she m
ight achieve a sim

ilar union w
ith a new

 
,llId better one, but in either case they reAect the subordination of her bodily 
q.;o to the photograph. 

But the pose signifies even m
ore than the im

m
obilization or objectification 

"I
II", body, or its solicitation of the cam

era. It also im
plies the isolation of the 

It"dy from
 the surrounding field of vision. This is one of the w

ays in w
hich 

('"I("l11on uses it in Background. Both because of the seem
ing im

perm
eability 

"llheir bodies to their surroundings, and the contrast of their brightly-
I ,,10

11 red clothing against the drab w
alls of the room

 in w
hich they stand, the 

I'I:III"I'S ill Ihis w
ork seem

 to have been cut out of another photograph, and 

Figure 17 
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pasted into the ones w
e see. This has the effect of underscoring their 

isolation from
 each other, as w

ell as their rem
oval from

 tim
e and space. 

C
olem

an dedicates a w
hole sequence of the installation to this topic. 

The sequence in question com
es near the end of Backgrou/'Id. Four 

characters appear in it -
Tom

, Jill, Joe, and a red·haired w
om

an, w
ho 

also figures in several earlier sequences, and w
ho appears to have been 

rom
antically linked w

ith Jo before his involvem
ent w

Ith JIll. These four 
figures are dressed in contrasting colours: Jill in red, the other w

om
an m

 
green, Joe in black, and Tom

 in brow
n. Each also stands at a SIgnificant 

distance from
 the others; faces aw

ay from
 them

; and occupIes a different 
plane of the im

age. N
ow

 deploying a third-person narrating voice, Tom
 says: 

'O
ne eyejl...here ... the other. .. there ... each ... their ow

n w
ay'. Through the 

parsing of his sentence, he m
im

ics the atom
ization he descnbes. 

. 
C

olem
an teaches us that photography encroaches as fully upon Bem

g 
as it does upon identity -

that it is an ontological as w
ell as an egoic affair. 

In Background, 'cam
era' signifies an affectless kind of hum

an perceptiO
n, 

as w
ell as a m

achine for the autom
atic production of im

ages. It represents 
a kind of vision, that is, w

hich is inim
ical to love. C

olem
an m

akes this point 
in tw

o back-to-back sequences of Backgrou/'Id. The first of these sequences 
im

m
ediately follow

s the one w
here Jill and Jo exchange the photographs, 

of them
selves. O

ne of those characters says 'in im
ages .... to Im

-m
ort-alize , 

and the other adds 'our love', extending death from
 w

hat is show
n in the 

photograph to their feelings for each other. 
. 

I n the second sequence, C
olem

an m
akes an even m

ore overt hnk 
betw

een photography and the arrestation of passion. H
e uses the w

ord 
. 

'stoppage' to refer sim
ultaneously to a snapshot and the relatiO

nshIp of JIll 
and Jo. 'W

hy are you ... sad?' Jo asks Jill (or Jill asks JO). '\ w
as thm

king ... of 
our. .. situation ... l...am

 afraid ... stoppages', she (or he) rephes. Tom
 then 

says, as m
uch on his ow

n behalf as on that of Jill or Jo, '\ closed m
y eyes'. 

These last w
ords also carry a double m

eaning -
one bearing both upon the 

photographs at w
hich Jill and Jo have been looking, and the role played 

by Tom
's look in the photographic transaction. W

ith them
, C

olem
an 

characterizes photography as a blindness w
hich is capable of afftICtm

g 
the hum

an eye, as w
ell as a representational form

 that seldom
 conform

s 

10 our narcissistic desires. 
The stoppage of love w

hich the cam
era signifies has ontological 

ram
ifications. No creature or thing can bc itself w

ithout the hbldm
al 

illvolvcm
cnt or a itllm

an subjcct. Colem
an characterizes fove in visuaftcl"lllli 

bCGlliSC il is firsl an I rorclllosl a slOI ir "fr"ir 
be-calise it requires Ih 

'111('(',illp,' or 
or',is:-;ta" :llld

 'l'Yl'S,' Slllli :111 ('vvlll docs nO
llra

llNplH 

every day. M
ost of the tim

es w
hen our eyes are literally open, they are 

m
etaphoncally shut. The m

eeting oflook and w
orld occurs, im

parting reality 
to the real, only w

hen a creature or thing steps forth, requesting to be seen 
In

 a partIcular way, and is then apprehended both in its ow
n specificity, 

and from
 the singularity of a particular subjectivity." The look satisfies this 

seem
ingly im

possible m
andate by establishing correspondences betw

een 
w

hat it sees in the present, and w
hat it has seen in the past. The m

ore 
com

pl ex and profuse these correspondences are, the greater is its love. 
A

s should be evident by now
, the kind oflooking I have just described 

requIres tIm
e: the tim

e it takes for a pulsating and shim
m

ering creature or 
Ihm

g to disclose enough of its form
al param

eters to a seer to be apprehended 
as som

ethm
g other than an 'entity', and that unique and ever-changing tim

e 
which IS at the heart of every subjectivity, w

hose tem
porality is not the past, 

lite present, or the future, but the past and the future i/'l the present. The still 
Glm

era signifies a failure of vision for C
olem

an because it does not have 
"ccess to this tim

e. 
In 0/'1 Som

e M
otifs in Baudelaire, B

enjam
in also contrasts photography to 

Ifll' kll1d oflooking w
hich is creative of correspondences, and m

akes tim
e the 

flllnum
 o

f this opposition. W
hatever is looked at photographically, he tells 

liS
. scem

s lIke 'food for the hungry or drink for the thirsty' -
em

inently 
"

Hls".m
able. W

e are under the im
pression that w

e could exhaust its m
eaning 

III ,III Instant. To em
bed a creature or a thing in an associative netw

ork, on 
III!" oliter hand, is to tap into the infinitude of hum

an desire. It becom
es that 

'"I w
llich our eyes can never have their fill'. 

W
e often look in a w

ay that is photographic in nature because technology 
,,1111'01 1101 encroach upon the hum

an look, and ours is a photographic age. 
IIll1t'vn

y lechnology, as H
eidegger tells us, harbors a saving pow

er." If the 
II/Ilk (;111 P"SS under the influence of the still cam

era, then the still cam
era 

I Ii II ,d,,, pass under the influence of the look; it can even becom
e the agency 

w
lll'lt'by lite Being disclosed by one pair of eyes becom

es available to others 
I 

w,'11 
I II " sense, these are also the m

om
ents w

hen the analogue im
age 

11111111 IIIlIy rc,dlzes Its ow
n potentiality. Is it not finally because of its capacity 

III "how liS w
hat no other form

 can reveal -
the participation in tlhe event of 

1111 1I1'11(',II'lliCe of the w
orld, as w

ell as the look -
that w

e find photography 
" , Ildlt'NHly fascinating and com

pelling' 

III /III' '11",,,,,d, Colem
an breaks w

ith photography as it is conventionally 
1'1,'111 ",1111111 livl'd. lie does this both verbally and form

ally. A
fter m

aking 

19 ror a fuller elabo
ration 

of th
iS Jrgum

ent, sec m
y 
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11'.11 
" 

I h',11 
11', 

"" m
 com

m
ent upon the interpellatory nature of photography by saying 

... here,' he has him
 add, by w

ay of correction, 'no.:.not stand ... dance.:. 
d '21 C

olem
an accom

panies this rem
ark W

Ith a senes of tableaux of hIS 
doing just that. T

hrough these tableaux, a crucial although alm
ost 

im
perceptible transform

ation occurs: the still photograph m
utates m

to w
hat 

m
ight be called the 'stilled photograph.' 

. 
. 

'N
o crim

e com
m

itted but. .. passion,' Tom
 says at another pom

t m
 

BackgrOLmd, not only calling into question photography's status as 
but also invoking the affect w

hich the eye m
ust enlist If It IS to look m

 t e 
w

a 
that perm

its it to m
eet tissue. T

he w
ord 'passion' refers back to an 

. 
m

om
ent in Backgm

uttd, w
here it em

erges preCIsely in
 lelabon to the 

look. 'I could .. .feel seeing,' the narrator says there: on behalf of oneor 

I 
. 

f tllC wOI'k's' clnnclL
'rs tlnderscortng the affectIve bases 

pcrlaps m
Ole 0 

.
'
"
 

of the truly hum
an look. 

C
olem

an's final rhetorical break w
ith photography is absolute. Tom

 
orders his com

panions to 'pack up ... the N
ikon ... the latex,' as if to have done 

w
ith it altogether. This com

m
and follow

s im
m

ediately upon the heels of the 
each 'eye/I' in its 'ow

n w
ay' m

editation, m
aking the latter an invitation to the 

look to assum
e its difficult singularity, over and against the easy autom

atism
 

of the cam
era, as w

ell as a description of the isolation to w
hich photographic 

articulation leads. 
G

iven that it is a tem
poral form

, w
hich involves actual m

ovem
ent along 

w
ith the representation of m

ovem
ent, cinem

a m
ight seem

 to provide a w
ay 

out of the im
passes of photography. The kind of m

ovem
ent w

hich cinem
a 

show
s us, how

ever, is prim
arily physical in nature, and is generally used to 

eclipse rather than to disclose tem
porality. A

 short-hand phrase often used in 
discussions of early cinem

a -
'race to the finish' -

can still be used to describe 
IlIOSt contem

porary action film
s; they encourage a prolepsis w

hicll is inim
ical 

to tim
e, C

olem
an him

self uses a variant of the phrase 'race to the finish' late 
in Backgml.lt'Id, 

w
ithout nam

ing cinem
a as such. H

e has Tom
 say that 

1,0 is afraid not only of tim
e stopped, but also of'tim

e ... racing.' A
s w

ill 
becom

e increasingly clear in Lapslls Exposure, J N J T J A
 L 5 and Phot.ograph, 

lite kind of m
ovem

ent w
hich really interests Colem

an is perceptual, not 
pllysical, and for this he needs another set of teclm

ical coordinates. 
Background, Lapsl",s Expos"re, 

J N J T 1 A
 L 5 and Phot.ograph all require 

lor their view
ing the precise lining up of three different slide projectors, and 

(,II least in the form
 in w

hich I saw
 these w

orks) an audio cd., com
puter 

prow
am

m
ed to proceed in tandem

 w
ith the slides w

h
ich have been inserted 

11110 their carousels. The projectors go on and off at planned intervals, 
Plojl'Cling the im

ages onto a large screen. Som
el'im

es w
hat is show

n is a 
slide. and som

etilnes a superim
position of tw

o or three. At tim
es, 

till" slide appears m
id-w

ay through the tenure of another, and perhaps 
olll"'sts it. A

t other tim
es, a slide disappears alm

ost as soon as a second has 
IlI'l'lI projected onto the screen n This system

 has the capacity to volatilize 
IIII' slill photograph. It is also capable both 

representing and activating 
IIII' II ,,)vernent at the beart ofvision.'3 T

he spectator w
ho enters the room

 in 
w

lll( II Background, Lapsus Exposure, I N IT I A
 L 5, or Photograph is projected 

IllIds 110 chair to sit on, and no lim
its on w

hen she m
ay enter or leave. This 

M[ll' lator m
ust decide for herselfw

hetber to stand, or sit on the A
oor, as 

wI'II ,IS al w
hat distance [rom

 the screen; w
hether to look at the slides or the 

1111i'llo, king projectors w
hich are projecting them

; w
hen to begin w

atching, 
111111 w

i "
'II 10 break off; and w

hether to stay in the sam
e position, or m

ove 
111111111. A

lllloIIgh cach of these freedom
s m

igltl seem
 quite lim

ited, together 

2:? rot other 
j{(O

W
lt., of 

(olelllJn's 
lIll'd

llH
lI' ,('c 
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they open the door to the experience of perceptual m
ovem

ent, as w
ell as 

providing for a singular view
ing experience. 

In Background, Colem
an uses this set-up m

ostly to insert w
hat appear 

to be fades betw
een im

ages and sequences, although they are technically 
dissolves. These fades are all linked to the longer periods of darkness at the 
beginning and end of the w

ork, and consequently serve in part as signifiers 
of m

elancholy. B
ut they also perform

 an im
portant theoretical function, and 

one w
hich is potentially generative of a very different affect: they m

ake 
possible the production of w

hat C
olem

an calls 'polaroids .. .fading.' 
It is the nature of a photograph to constitute a persistent perception, albeit 

of the past. U
nless it is exposed to sun, or w

ater, or som
e other elem

ent 
w

hich erodes its m
aterial base, an analogue im

age of a sunflow
er goes on 

show
ing the sam

e sunflow
er m

onth after m
onth, and year after year. W

e 
hum

an beings, on the other hand, have virtually no persistence of vision. 
A

lthough our conscious perceptions are often inform
ed by unconscious 

m
em

ories w
hich can last a life-tim

e, they them
selves endure only long 

enough to cover the line separating one film
 fram

e from
 the next, once 

a perceptual stim
ulus has been rem

oved. 
Earlier, I em

phasized how
 im

portant it is that w
hat w

e see in the prese nt 
be inform

ed by w
hat w

e have seen in the past, both for ourselves, and for the 
w

orld; if w
e could not look in this w

ay, there w
ould be beings, but no Being. 

Left to its ow
n devices, though, the unconscious w

ould forever project the 
sam

e m
nem

onic slide on the screen of consciousness, to the exclusion not 
only of other m

em
ories, but also of the perceptual present. A

 particular past 
w

ou ld persist in the form
 of an eternal present tense. A

lthough this is the 
reverse of w

hat a cam
era classically does, w

hich is to capture the present 
already in the form

 of the past, it w
ould be just as effective in excluding tim

e. 
In order to challenge the kind of vision w

hich im
m

obilizes w
hat it sees, 

then, it is not enough to sum
m

on m
em

ory; w
e m

ust also draw
 upon w

hat 
m

ight be caU
ed the 'infidelity' of the perception/consciousness system

. By 
using his three slide projectors to fade 'in' and 'out' of the analogue unages 
he show

s us, C
olem

an does just this. H
e m

akes it possible for one w
orldly 

form
 to cede to another, or to reveal another aspect of its ow

n. 

Col em
an ends his allegory about photography on a m

elancholic note, 
as he begins it. In the hrier on:d seqllcnce. Torn recounts the story about the 
black raven h ing 

:lfril'(\ ill " gbss e
lS

P
 rroln room

 10 room
. The spectator 

w
ho is still sillillg

 ill 111l' 10,,111 IINh
'lIH

 In Illis stnry C
rolll w

ith
in 3 darkn

ess 

akin to night. But w
e are not as far as it m

ight seem
 from

 the kind of seeing 
w

hICh can never have Its fill. It IS out of precisely such a darkness that this 
look w

ill later em
erge. 

A
lthough C

olem
anian a llegory culm

inates in joy, it is only m
ade 

pOSSIble by the m
elancholy precipitated by a prim

ordial loss. The prim
ary 

I epresentatl ve In
 Background of this loss is neither the turning aw

ay of jill 
from

 Tom
 to jo, nor jo's earlier rejection of Tom

. It is, rather, the sloth, w
ho 

has paId for hIS entry into the discourse of paleontology w
ith his very life. 

ThIS sacnfice is one w
hich each of us has also m

ade, by sim
ple virtue of using 

W Olds w
hich, rather than referrIng to things, refer only to other w

ords" 
For the one em

erging into the light for the first tim
e after m

aking this 
sacnfice, the w

orld cannot help but se em
 bloodless and reduced. It has, 

after all, been transform
ed from

 unity and plenitude into a forest of signs." 
W

e m
oderns are not the first to have registered the sem

iotic consistency of 
our surroundm

gs; w
e are only the first to have apprehended the arbitrary 

r .. latlon of SIgnIfier and signified. O
ur predecessors aLso felt tllem

selves to 
hl' inhabiting a dom

ain of 'shadow
s' or representations of representations, 

Iliit they could take com
for1 in the belief that the latter constituted a divine 

I.llIguage, or at least one w
ith a stable signified. 

For those of us for w
hom

 G
od is 'dead,' it is often argued, there can no 

looger be any km
d of m

eaning. The signified 'slips' beneath the signifier, 
III I"ds altogether to appear. Ifit com

es into play at aU, it is only because of 
conventIon. In Backgm

und, [apsus Exposure, [ N [T
 I A

 [ S, and 
I'/IO/ograph, C

olem
an duly registers the arbitrariness of the linguistic sign, 

hili he m
allltam

s that it is only here that the real story of m
eaning begins. 

WI' :."·C not conSIgned after the advent of the w
ord to a far shore, like 

U"llIlIson C
rusoe on his island. The linguistic signifier is, rather, w

hat opens 
"l' lilt, posslbihty for a rapport betw

een ourselves and w
hat surrounds us 

T
h('re can be nothing m

ore fortunate than our 'faU' into language. 
1I,,'l.lIlcholy generated by the loss of 'life' or 'presence' discloses the w

orld 
lilliS, ,illce it is in an attem

pt to m
ake good our loss that w

e first open 
IlIlINvlvl"s to It. O

ur m
anque-a-e!re also conrers upon us the capacity to nam

e 
111111'1 I J"i';ltures and things, and -

in so doing -
to com

plete them
. W

hen w
e 

1IIIIIIy SlOp searching for w
hat w

e have sacrificed to language, and em
bark 

11111111 II,,: life-long quest of sym
bolizing it, w

e begin exercising this 
IlilllIllI.IIIVl' capacity. A

nd at the m
om

ents w
hen w

e do so, m
elancholy 

I lvI', W.IY
 10 joy. 

A
N

 Nilollid by now
 be clear, the English term

s 'affect' and 'state of m
ind' 

1IIIIIId rio jllsticc to the com
plexity of this last em

otion. If w
e w

anl to 
Iilllll'lNt.llld till' killd of· rapture nam

ing afrords. we m
ust turn inslead to 
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the G
erm

an w
ord 'Stim

m
ung.' In everyday speech, '5tim

m
ung' generally 

.
. 'fies 'm

ood.' Etym
ologically, how

ever, it m
eans the attunem

ent of one 
to another and this m

eaning is still current in the verbal form
, 

, 
, f 

g 
en' Let 

benefit from
 one of the m

ost im
portant lessons C

olem
an 

s lm
m

'h 
d hear the echo of the past w

ithin the usage of the 
has to teac 

us, an 
.

' 
d

' 't 
t 

resent If'Stim
m

ung' once m
eant 'attunem

ent,' and later m
O

O
, I m

us 
certain m

oods constitute less a psychic state, than the ontological 
a djustm

ent of one being to another. 50 is it, in any case, w
ith lOY, 

Posing, A
cting, Photography 

D
avid Cam

pany 

A gesture carm
ol. be I'egarded as the expression of al1 il1dividlwl, as his creation 

(because no individual is capable of creating an original gesture, be/.ol1ging 
to nobody else), nor can it even be regarded as I.hat person's irlstm

m
ent; on 

the cOl1.trary, it is gestures th.at use LtS as th.eir 
as their bearers 

and i'1.carnations. 
M

ilan Kundera I 

", I would say that no pictllre collld exist today witholli. having a trace of I. he 
film

 still in it, at least no photograph, but that could also be I.rlle ofclrawings 
and paintings m

aybe, 
jeff W

all' 

Ill-lining photography has alw
ays been a m

atter of com
parison and contrast. 

H
ighl from

 the start it has been understood through other m
edia, A

cross 
liS history, painting, literature, sculpture, theatre and cinem

a have offered 
dilfC

rent w
ays to think about w

hat photography is. N
ot surprisingly different 

"I,';'s have em
erged, Painting puts the em

phasis on questions of description 
,,,,,I "ctuality; literature puts the em

phasis on realism
 and expression; 

"'Idplure em
phasises qualities of volum

e and Ratness; U
leatre em

phasises 
IIII' pcrform

ative; cinem
a usually em

phasises aspects of tim
e and the fram

e, 
Ill1'sl' w

ays ofU
linking are alm

ost unavoidable, W
e see them

 in all kinds 
III discussion of photography, both popular and specialist. T

hey can be very 
1lIllIllinating, B

ut they can also be artificial. 
I:i rsl of all, the com

paring of m
edia often lapses into 'technological 

ril'I"l'Il1inism
', stressing the m

echanical facts ov&
. social use, O

r m
ore 

1,,'qlll'lIlly, w
hat m

ay seem
 like technical thinking often turns out to be 

1IIIIIIIIIghly rooted in our alw
ays social understanding of m

edia. For exam
ple 

1'111 lSi ia II M
etz' brilliant essay' Photography and Fetish' is an attem

pt to 
IIIIlIp:lrc 'I lid contrast photography and film

,' H
e sees that the tw

o share a 
11'lilllic:ri sim

ilarity but each has its ow
n relation to tim

e, fram
ing and the 

of objecthood. B
ut as his argum

enl unfolds it becom
es clear that 

I'"I'S r":llIy al slake arc notlhc cliflcrcnccs or sim
ilarities betw

een film
 and 
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photography per se, but betw
een film

 in its popular narrative form
 and the 

photograph as dom
estic snapshot. Film

 is not inherently narrative or popular, 
photography is not inherently dom

estic or a snapshot. M
etz' opposition starts 

off general and technical but soon becom
es a particular contrast betw

een 
quite specific social uses of the still and the m

oving im
age. 

Secondly, sim
ple binary contrasts can overlook the fact that crossover 

betw
een m

edia can be m
uch m

ore radically hybrid. The grow
ing convergence 

of im
age technologies and their uses m

ay often appear to m
ake the idea of 

distinctive m
edium

s seem
 old fashioned to us. Technologies are overlapping 

and blurring w
hile the once distinctive uses of m

edia are being eroded 
producing 'infotainm

ent', 'docudram
a', 'edutainm

ent', 'advertorials' and the 
like.' T

hat said, such hybrid form
s m

ay also alert us in new
 w

ays to specific 
differences betw

een things. For exam
ple w

e m
ay grasp 'cinem

a' as a cultural 
form

 now
 scattered across m

any sites and technologies -
television, DVD

, 
video, the internet, m

obile phones and posters, as w
ell as actual m

ovie 
theatres. But the scattering m

ay attune us to w
hat is particular about each 

encounter. In this sense the w
orld of'm

ultim
edia' is also a w

orld of , m
any 

m
edia'. A

nd w
e com

e to know
 w

hat m
edia are less by lookivg for their pure 

centres than their disputed boundaries. 
I w

ant to take as an instance of all of this the recurring fascination show
n 

by photographers and artists w
ith the depiction of narrative gesture in the still 

im
age. [ have in m

ind the staged photograph as it has developed in the art of 
recent decades. It provides a useful w

ay to think about the w
ay hybrid 

practices attune us to differences and sim
ilarities. 

I begin w
ith a particularly rich binary: acting and posi/lg. Straight aw

ay w
e 

m
ay associate 'acting' w

ith s om
ething unfolding or 'tim

e based' like cinem
a 

or theatre. 'Posing' m
ay suggest the stiU

ness of photography or painting. A
 

sharp reader w
ill also be thinking of exam

ples that com
plicate this: scenes 

of arrest such as the tableau vivant in theatre, or cinem
a's close-up of a face 

in pensive contem
plation, or blurred m

ovem
ent caught but escaping a long 

expos ure, or as w
e shall see, the narrative gesture perform

ed for the still 
photograph. Such things could be said to be exceptions that prove the rule 
that acting belongs to m

ovem
ent and posing to stillness. But they are m

uch 
too com

m
on to be m

ere transgressions. T
hey are a fundam

ental part of how
 

m
akers and view

ers have com
e to understand im

ages. 
Before turning to recent photography let us first consider a film

 m
ade 

over haifa century ago. In one of his early com
edies Federico Fellini m

ak s 
a light-hearted but perceplive com

m
ent on cinem

atic m
ovem

ent and the 
slillness of photography. 1.0

.), fin" Ilirlll,.o (TIll" W
hit;, .5I-Ieikfl, 195

2
) follow

s 
Ihe m

akinp: of:ljilllIl"1I0. 1'111111'111 W
,'I',' <jlli,kly prodllc,'d phOlo-stories prinled 

on cheap paper. Read in great num
ber by hungry film

 fans they w
ere 

com
m

ercial spin-offs from
 popular film

 culture, In the style of com
ic books, 

I hey used sequences of staged photos to teLl film
ic tales w

ith the help of 
captIOns and speech bubbles. (Although never very popular in B

ritain, 
Illm

etti w
ere a staple of post-w

ar popular culture in m
ainland Europe, 

partIcularly Italy and France). [n The W
hite Sheikh w

e see w
hat looks like a 

regular film
 crew

 setting up on a beach. (Figure r9) They are about to shoot 
" scene in w

hich the gauche and chubby W
hite Sheikh -

a pale im
itation of 

Ille silent m
ovie heart-throb Rudolph V

alentino -
slays his foe and rescues a 

'ualTIsel in distress', Fellini show
s us a frantic dir<"Ctor preparing his ragbag 

\ rew
 w

hile m
arshalling his second-rate perform

ers w
ho can't get jobs in the 

II';1i Film
 industry. T

hey begin to play out the scene, Suddenly in a com
ic 

II'versal of cinem
atic action, the director shouts "H

old it!" The 'actors' freeze 
III Illeir postures, as if in som

e party gam
e. A

 cam
eram

an -
w

e now
 see he 

:" " sl ill photographer -
excitedly takes a single shot. The actors spring back 

",II) m
ovem

ent and the scene continues. Som
etim

es they pose them
selves 

.,s best Lhey can, or they halt w
hen the director yells at an instant w

ithin the 
IIIIW

, Fellini culs rapidly betw
een the direclor, the "cl'ors and the stills m

an 
III"SI'lIling il all in his carnival SqllC, kno ka bO

il I slyle. The paciness m
ay be 

Figure 19 
Film

 still, The W
hite Sheikh, 

Federico Fellin
i. 1952, 



till ... 

w
hy, unlike the m

ore self-conscious film
s that have explored stillness (m

ost 
of w

hich are pond erously slow film
s) this one is all but forgotten' N

evertheless 
the scene is a subtle and nuanced com

m
entary on acting, posing, m

ovem
ent 

and stillness. 
No doubt Fellini gives us an unrealistic account of how

 afom
etto w

ould 
actually have been produced. H

e m
odels the photo shoot too closely on 

film
m

aking. H
e plays it as a losing battle of arrestedness against the 

. 
jugge rnaut of popular cinem

a's m
om

entum
, as if a photographerw

ere tryltlg 
to actually photograph during the m

aking ofa m
oving film

. In this Felhl11 
positions photography as a poor relation of cinem

a. In cultural, econom
iC and 

artistic term
s this w

as so, even by 1952. The inequality w
as not som

ething 
to be thought just at the level of the apparatus (the photograph as a prim

itive 
ancestor of film

). Fellini w
as thinking in cultural term

s too. Photography w
as 

being used to serve and m
im

ic cinem
a. 

. 
Today thefom

etto has all but vanished. The desire to possess a film
 In

 a 
fixed form

 is now
 satisfied by video and D

V
D

. But photography and Cinem
a 

m
aintain an uneven relationship. C

inem
a continues to m

ake use of the 
still photograph for publicity (an issue I will return to later in this essay). 
M

eanw
hile photography in art has m

oved from
 the spontaneous freeze of the 

'decisive m
om

ent' (by w
hich photography w

as first com
pelled to dlfferenhate 

it selffrom
 cinem

a in the 1920S and 30s) to the slow
er narrative tableau that 

w
e now

 see in advertising, docum
entary photography, fash

ion and photo-
j ournalism

 as w
ell as in art 

. 
T

here is quite a variety of styles of acting, perform
ance and gesture In

 

com
ptem

porary photography_ The m
ore dram

atic follow
 the precedent set by 

C
indy Sherm

an and JeffW
all, tw

o artists w
ho turned tow

ard cinem
atICs m

. 
the late '9

70s-T
hey began to expand w

hat waS then a pretly narrow
 repertotre 

of hum
an expression and behaviour in art photographs_ Technically and 

. 
stylistically their pictures w

ere highly accom
plished from

 the start D
eparting 

from
 the sim

ple use of photography to docum
ent perform

ance, Sherm
an and 

W
all engaged explicitly w

ith the idea of perform
ance Jar the im

age and 
. 

perform
ance as im

age_ Their pictures w
ere the result of a range of conslderal:Jons 

_ not just gesture but fram
ing, lighting, costum

e, m
ake-up, props, location 

and so on. T
he craft com

plex of cinem
a w

as applied to photography_ This w
as 

an instance of the 'reskilling' that follow
ed the technical reductions of photo-

graphy in C
onceptual A

rt. Since then, for one reason or another, Sherm
an's 

and W
all's im

agery has tended to revolve around enacting m
om

ents of SOCIal 
alld psychological dOllbt or dislurbance, as w

e shall see. A
sa result there IS 

o lien a deliberale gap belw
l'l'lI lir" I IIIC('l'lailily lireir w

ork pictures for us and 

the certainty of the im
ages them

selves -
their sophisticated rhetoric, their 

control and assured handling of m
ise-en-scene. 

This is perhaps m
ost apparent in the peculiar character of the narrative 

photographic tablea u. The tableau is an inherently artificial structure_ It is a 
constructed form

, often on the border of naruralism
. I t condenses, displaces 

and distils separate things and m
om

ents into a fixed im
age. It is then 

consum
ed by the view

er first as a pictorial w
hole then piece-by-piece as the eye 

and m
ind roam

 around the im
age, assem

bling m
eanings. In this sense the 

tableau exists in an idealised realm
 of fanta sy in w

hich everyday social law
s of 

tim
e and space m

ay not w
holly or clearly apply. So w

hile it m
ight describe the 

social pr esent or past, the tableau im
age also belongs to the futu

re_ It alw
ays 

ha s, at least in part, a future tense. It is an im
agining of the social w

orld_ 
H

ence, the tableau photograph alw
ays has an inescapable oddness about it. 

A
 tension is created betw

een the photograph as record or evidence w
hich 

locates it in the past, and the ideal narrative organisation of the im
age that 

conjures an im
aginary dim

ension_ This tension, w
hich can be m

ade into an 
:Irtistic virtue, is m

ost acute around the depiction of the hum
an figure_ 

D
espite its regular dialogues w

ith theatre, photography's artistic m
erit 

w
as discussed alm

ost exclusively in relation to painting unlil the 1970S-
II w

as only w
hen it w

as taken up in relation to cinem
a that its theatrical 

condition w
as exam

ined properly. At its inception cinem
a inherited the 

hehovioural conventions of theatre and developed its language from
 there_ 

Cinem
a acting cam

e into its ow
n w

ith the advent of the psychologically 
,harged close-up. Paradoxically the close-up requires the actor to act as little 
,IS possible and tends to be reserved either for m

om
ents of reaction or 

,olliem
plation. T

his m
akes the close-up quite unci nem

atic. It com
es as a 

I'Il'Jsurable delay w
ithin a narrative film

. A
s 1l.aura M

ulvey has pointed out, 
Ih .. close-up arrests tim

e, absorbs and disperses the attention and solicits 
1,0111 the view

er a gaze that is m
uch m

ore fixing and fetishistic than 
II.IIT:llively voyeuristic. It w

as also through the close-up that the 'star persona' 
\V

,IS u-ealed. Stars are those actors tI,at are m
ore than their perform

ances. 
I'llI'y have a sense of , being them

selves' as m
uch as playing their part. T

he 
1'1"'llom

cnon of ti,e star is a recognition of the artifice of cinem
a. It accepts 

lli.ll Ihere can or w
ill be an excess beyond the part played_ 

All hough it has becom
e central to m

ainstream
 film

 culture, this excess 
I,.IS IlO

libled m
any film

m
akers. The French director Robert Bresson, for 

"X,lIllplc, disliked the idea of actors and preferred non-professionals in his 
Id'lls. As w

ell os avoiding close-ups he avoided the term
 actor and aU

 its 
11'I',illi,al im

plications. (Figure 20) H
e preferred the idea oflhe m

odel, a term
 

1i1,11 Il'c
rlls Ihe slill pholograph or Ihe P:lilll('r's silidio. lie had his m

odels 



1/',) 
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drain their perform
ances of theatre, insisting they perform

 actions over and 
over in rehearsal. Finally they could perform

 before the cam
era w

ithout 
thought or self-consciousness. Bresson w

rites in his only book: 
No actors. 
(no directing of actors) 
No parts. 
(no playing of parts) 
No staging. 
But the use of working m

odels taken from
 life. 

BEING
 (m

odels) instead of SEE
M

ING (actors),' 

Later he notes 'N
ine-tenths of our m

ovem
ents obey habit and autom

atism
. 

It is anti-nature to subordinate them
 to w

ill and thought.' The result w
as a 

style of perform
arce in w

hich both everything and nothing looked controlled. 
The 'm

odels' perform
 w

ith an inner calm
 and apparent stillness, even w

hen 
m

oving. They 'go through the m
ol ions', as w

e say. U
nfairly described as 

aLlslcre. the reslraint in Bressoll's r,lllIs G
il' sc('m

 unapproachable but 
absorbing 100. 

JeffW
aJJ's photograph Volunteer (1996) m

ay ow
e a great deal to Robert 

I1r0sson. (Figure 2
1) W

all hired a m
an to clean the floor ofa set built to 

,,·sem
ble a com

m
unity centre. H

e cleaned it for a m
onth or so. O

nly after the 
"""' had becom

e unconscious and autom
atic in his actions w

as the im
age 

II "Ide. W
all has m

any different m
ethods to distil a perform

ance or narrative 
I:["slure into a photograph, accepting that there is no single solution to the 
\ I "IIlcnge. For O

utburst (I986) W
all's m

odels im
provised situations betw

een 
., lyr:lI1t boss and his sw

eatshop w
orkers. (Figure 2

2
) These w

ere recorded on 
vill["o. The tape w

as then review
ed and frozen in playback to discover the 

w
·slures needed. T

hese w
ere then restaged for the final im

age. W
here 

1/,,/11 II leer threatens to becom
e m

undane in its flattened perform
ance O

utburst 
1I11[""lens to sw

am
p us in dram

atic excess, to burst ou!.' But in their gestural 
I.'''gll''ge both m

ay strike us as curiously autom
atic, deadly robotic even. 

·10 becom
e autom

atic is to enter into blank m
im

icry. Roger Callois once 
IIIIIH·d of m

im
icry possessing an estranging force.' Sim

ilarly the philosopher 
11'·"1"1 Bergson rem

arked that hum
ans behaving like autom

ata or robots can 
I",., sOllrce ofun

expected or uncanny affect, even anxious hum
our.' So w

hat 
I II,,· relalion betw

een hum
an gestures that are autom

atic m
im

icry and the 
(.II11N

a. w
hich is ilselfan aulom

atic, m
im

icking m
achine? For art, the 

Figure 21 
JerrW

all. Volunteer. 1996. 
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strangeness of photographed m
'm

icry has often had a critical or analytical 
im

pulse. It has been used to distance us from
 the fam

iliar. N
arrative P?se 111 

photography can foreground arrestedness, setting up a space from
 w

hich to 
rethink social conventions and stereotypes. M

ass culture and dally life can 
be reexam

ined through engagir.gly aw
kw

ard im
ages of 'petrified unrest', as 

W
alter B

enjam
in m

ight have put it. 
Excess in photography is usually thought to be a different m

atter from
 

. 
excess in cinem

a. In his essay T
he Third M

eaning. Som
e notes on E,senstell1 

Film
 Stills' Roland B

arthes looks for som
ething betw

een the tw
o. 'O H

e is 
attracted to enigm

atic, unnam
eable m

eanings he senses lurking in the details 
of fram

es from
 m

ovies. These m
eanings are beyond the conscious control 

of either the actor in the im
age or the director. O

ften for B
arthes they derive 

from
 those inert things that attach them

selves to the Aesh and blood of the 
living body -

hair, nails, clothing and teeth." These are things that belong. 
neither to life nor to death. They are attached to the body but not stnctly of It. 
They m

ay express and anim
ate but they are them

selves inanim
ate. In the 

sllspended fram
e their excess significance loom

s large. For Barthes It IS not 
the acting that interests, rather it is the capacity of the extracted film

 fram
e to 

illlerverie in the acting, to rub it against its ow
n intentions. T

he chOICe of slllis 
from

 film
s by Eisenstein w

as deliberate and quite subversive. Fam
ously, 

Eisenstein had cham
pioned a very different kind of third m

eaning. rutting 
one shot after another in a cinem

atic sequence could im
plant a controlled 

'third effect' in the m
ind of the view

er. M
uch m

ore disturbing, Barthes' third 
m

eaning resides w
ithin the single shot oftbe film

. It is released by 
it, 

and will alw
ays escape tight sem

iotic control. B
arthes unearths the II1stablhty 

lurking even w
ithin the tightly organised im

agery of Russian avant garde film
. 

I n som
e w

ays B
arthes' thinking responds to w

ays in w
hich photography IS 

an inherently theatrical m
edium

, in the sense that it theatricalizes the w
orld .. 

Everything is alive and unstable in the im
age and as Barthes rightly noted thiS 

aliveness, or polysem
y, is usually contained and directed by text, context, 

voice over, discourse or ideology." Barthes appeals to the w
ay in w

hich the 
arr estedness of the single fram

e poses the w
orld, or m

ore accurately im
poses 

a pose on the w
orld, m

aking it signify in often unlikely w
ays. T

he philosopher 
(and photographer) Jean B

audriliard suggests that som
ething sim

ilar is at· 
w

ork not just in the film
 fram

e but in every still photograph: 
'TI,e pholo is itself; in its happier m

om
ents, an acting'O

l,t of the world, a way 
oIgrasping the world by expeUi"lg it, and W

ithOll! ever giving it a 
A

ll abreacting of I. he 1V0rid i" ils 1IIOsl abslnlse or bel11al form
s, an eXOI'CISIII 

by lIre jIl51(111/ fiction ofils rt'prrSl'Il/nlioll", ',II 

H
e is right, I think, that photography cannot but transform

 the w
orld into 

a w
orld perform

ed Or posed. This seem
s to be so even if it is a w

orld of 
objects and surfaces. U

nderstandably B
audrillard him

self prefers objects to 
people in his ow

n photographs precisely because there is then no confusion 
of poses. A

 photograph for him
 is perform

ance enough w
ithout hum

ans. 
It should be said tllat 'film

 still' is quite an am
biguous term

. For B
arthes 

it refers to an actual fram
e extracted from

 the m
oving film

 -
a single fram

e, 
tw

enty four of w
hich conventionally m

ake up one second of m
oving footage. 

H
ow

ever it also refers to stiU photographs, shot by a stills cam
era·person on 

the film
 sel." For these im

ages the film
 actors run through things again, 

'once m
ore for stills', adjusting their perform

ance slightly so that the scene 
or situa tion can be distilled, posed alm

ost, into a fixed im
age closer to the 

procedure of the condensed tableau." Both kinds of photographs circulate 
IInder the nam

e 'film
 still' and both contribute to a 111m's publicity, w

hich 
in turn helps form

 the social m
em

ory of a film
. But each has its ow

n very 
differ ent relation to acting, posing, stiUness and m

ovem
ent. 

G
iven this am

biguity w
hat m

ight w
e m

ake of C
indy Sherm

an's first 
Inajor body of w

ork, the Unl.il.led Film
 Stills' N

early three decades on this 
I.lndm

ark series still has the pow
er to fascinate. I see the title of the series 

playing very m
uch on the am

biguity of the term
 'film

 still'. A
re her lm

ages 
II10delled on the film

 fram
e or on the restaging of the scene for the still 

"
nnera' Does Sherm

an pose or act, or act as if posing, or pose as if acting? 
Is she posed by the cam

era, or does she pose for the cam
era? O

r is it 
s01l1ething even m

ore com
plicated' A

 few
 years after Sherm

an m
ade the 

',Ties the w
riter C

raig O
w

ens pointed out the sim
ilarity betw

een posing for 
,I pllO

tograph and the nature of photography: 'Still, I freeze as if anticipating 
1111' still I am

 about to becom
e; m

im
icking its opacity, its stillness; inscribing, 

,I1II1SS Ihe surface of m
y body, photography's "m

ortification" of the flesh'.'" 
W

IIl'n w
e pose w

e m
ake ourselves into a frozen im

age. W
e m

ake ourselves 
111111 a photograph, in anticipation of being photographed. M

ore im
portantly, 

I'VI'II if w
e do not pose, the cam

era w
ill pose us, perhaps in an unexpected 

w.ry. I tcnce the anxiety w
e m

ight have about being photographed, being 
I'",,·d by the cam

era w
ithout first being able to com

-pose ourselves. H
ence 

111'11' III\, source of the great antagonism
 betw

een the 'taken' and the 'm
ade' 

1'1 1lIllIgr;r ph. By turns political. ethical, aesthetic and intellectual, the 
1I111'I[:ollisl11 has fundam

entally shaped debates, artistic credos and popular 
1I11111'lSlandings of the l11edium

. (It also shaped cam
era m

anufacture as it 
_pili 1lt'lw

cen lightw
eight reportage equipm

ent and larger form
at m

odels for 
11m

' III silldias). W
hile 'the taken' and 'the m

ade' can never be totally separate, 
JlII"I"S "

"' still sccm
 to Airt w

ith the distinction. The staged photo-tableau 

'4 'Film
 slllI' IS the 1r,ln<,lallon 

uo;ec! rOl B
M

lhc'j' French term
 

'photogram
l11(,' 

In Engho;h 
'phologram

' ha'> another 
m
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g obW
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has a coyness about it in this regard. The sense of theatrical display orients 
the scene tow

ard the view
er. At the sam

e tim
e the ignoring of the presence 

of the cam
era aspires to classical narrative cinem

a. Still photography alw
ays 

se em
s to carry w

ith it a sense of frontality, a sense that the w
orld w

ill 
recognise the presence of the cam

era and reconcile itself to it. W
hen it adm

its 
as m

uch, it gives rise to 'direct address' (e.g. the passport photo, the fam
ily 

snap) but any photography that entertains indirectness seem
s to end up 

com
peting w

ith the m
edium

 in som
e w

ay, for good or bad. 
C

raig O
w

ens' insight about the parallel betw
een posing and the still photo 

seem
s straightforw

ard enough. Yet it m
ay not account too w

ell for w
hat is 

going on in Sherm
an's U

ntitled Film Stills, nor indeed for the kinds of 
behaviour that have evolved in the art of staged photography since the 1970s. 
I r posing suggests consonance w

ith the still im
age, Sherm

an inaugurated a 
m

uch richer dissonance. C
om

ing at the end of the 1970s, her perform
ance 

broke w
ith w

hat w
e traditionally think of as 'perform

ance art' photography. 
This w

as usually prem
ised on an authentic, non-fictional, direct relation 

betw
een subject and cam

era, in w
hich the im

age w
as assum

ed to function 
as a transparent docum

ent outside of the perform
ance. Sherm

an's cam
era 

is com
plicit in the perform

ance, accepting that it w
ould alw

ays be at least as 
r esponsible for posing as the hum

an body. This, I think, has been the lasting 
inA

uence of those early im
ages. 

I have alw
ays been strucK by a certain reserve in Sherm

an's w
ork, despite 

all the perform
ance. W

ithin the endless personae and m
asquerades there is 

" rem
arkable w

ithdraw
al and I think it has to do w

ith the face. W
ith a rew

 
1I0tabie exceptions Sherm

an's face rem
ains alm

ost neutral, very lim
ited in its 

expression. A
ll about her there is theatre, perform

ance and com
m

u
nication 

yet her face gives little aw
ay. (Figure 23) She refuses to act or pose w

ith the 
1:lce, even w

hen appearing to cry. Instead tbe face gravitates tow
ards a 

lIlesm
erising blankness, an im

m
obility as still and autom

atic as the im
age 

itself. The photography poses and acts, the m
ise-en-scene poses and acts, but 

Shen nan rem
ains elusive and non-com

m
ittaL" This blankness is not the 

(I iche of the artistic self portrait (artists, it seem
s, w

ill never sm
ile w

hen 
taking their ow

n picture, unless it's ironic). Instead Sherm
an alludes to those 

cool stars of cinem
a w

ho rarely sm
iled and m

ade only m
inim

al gestures. 
!lut Sherm

an's blankness for the still im
age is of a very different order. 

·rhe opposite of overt theatricality is often thought to be introspection or 
:lbsorption. W

hile I w
as thinking about this I glanced at the im

age on the 
(over of m

y copy of 1/llllllil"lflliollS. '"I ,"ltlloloJ.\y of W
alter Benjam

in's essays. 
(I'igllfe 

In C
isek' I'r('ull I's portr:lit frolll 19l9. Ik

llj:lrtlin is thinking. O
r 

Ill' ' Ilts '.IS il"l,.. is Iltillkillg. 
I It .. is II,illkilllllll:lll,.. is Iltillkillg. O

r m
aybe w

(' 

think that because he is such a serious thinker he m
ust be thinking. M

aybe 
Ihat IS how

 Benjam
in thought he ought to appear. O

r perhaps Freund caught 
Itlm

 thlllK
m

g. 0,. she cau
ght som

ething that looked like thinking. W
e are so 

lam
oilar W

ith chll1 stroking, reticence and spectacles as signs of the 
Illtellectual that w

e do not give it m
uch thought at all. 

. Freund's cam
era is so close to Benjam

in that he m
ust sureJy be aw

are 
"I II. There IS nothing surreptitious here. H

e is either pretending or he is 
1':llhologlCally absorbed. W

e can relate this to M
ichael Fried's distinction 

1,,"lw
een absorption and theatricality in painting. OK Fried saw

 absorption as a 
IIllIde In whIC

h people are depICted either being or doing som
ething oblivious 

10 lilt' presence of the View
er. They m

ight be m
entally active _ say, thinking or 

"·,,dlng or kllliling -
but outw

"rdly nol I11l1ch is going on. W
hile theatricality . ,-, 

Figure 23 
C

indy Sherm
an, 

U
nlilled Film Still 10, 1978. 
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involves an explicit recognition of the presence of an audience, depictions of 
absorption solicit a suspension of our disbelief. W

e im
agine w

e are looking at 
an unobserved scene. In photography the issue is slightly different since it is 
quite possible to take a photo of an oblivious person, usually from

 a distance. 
A

ny sense of theatre w
ould stem

 from
 the photographic act, the posing of the 

scene as a scene by the cam
era. The 'authentic' photo of absorption at close 

range can only be achieved, strictly speaking, either w
ith a hidden cam

era,. or 
w

ith the subject's fam
iliarity or indifference. But it is easy to sim

ulate lt w
lth 

the resulting im
age beco m

ing a theatrical representation of absorption. 
I am

 fairly sure about w
hat this im

age of Benjam
in m

eans, but I am
 less 

sure w
hat is, or w

as, really going on. This m
ay be w

hy it holds m
y interest. I 

sense m
ental m

ovem
enl beneath his still face and body. I sense too, a degree 

of m
elancholia in the pori rail and hy 

nsion in Benjam
in. M

elancholia 
was a subjeci enlrallu B"lIj:IIII;II'" Illillk;lIg :lIleI il is a disposition to w

hich 

he w
as him

self prone." M
elancholia has a very particular relation to photo· 

graphy because it is a state that exists on the threshold of self-perform
ance 

and w
ithdraw

a l, betw
een social m

ask and nothingness, betw
een theatricality 

and absorption. I t is a condition not of the m
elancholic's conscious m

aking 
but it is experienced by them

 as a conscious condition. The m
elancholic is 

trapped in a kind of attenuated self-perform
ance -

alone but feeling regulated 
by the gaze of others, or by his or ber ow

n im
aginary gaze at them

self. The 
condition is lived from

 w
ithin and observed from

 w
ithout at the sam

e tim
e. 

O
bviously m

elancholy can be coded in highly specific w
ays in photographs, 

and a num
ber of w

om
en photographers of the nineteenth century refined 

this, such as Juiia M
argaret C

am
eron and Lady H

aw
arden. Less closely 

coded it slips into a range of m
oods -

pensiveness, listlessness, boredom
, 

fatigue, w
ait ing. These are all states that seem

 to appeal to contem
porary 

photographers, not least because the actors or m
odels need not do very m

uch. 
As long as they do little and the photography does a lot -

in the form
 of 

'production values' -
a good result can be achieved. Narrative can still be 

present if entropic, w
hile the pitfalls of ham

m
y perform

ance -
alw

ays 
lem

pting in the face of stillness -
can be avoided. (Coincidentally at the tim

e 
of w

riting this essay, I saw
 an exhibition of G

regory C
rew

dson's series of 
cinem

atic tableaux photographs Beneath the Roses. At the heart ofC
rew

dson's 
spectacular over-pro duction w

as the sam
e basic hum

an gesture, a sort of 
exhausted standing around, slum

p-shouldered w
ith the vacant face of a 

rbydream
er. The gap betw

eeen inactive hum
ans am

id the grotesquely over-
aClive photography w

as so extrem
e as to be com

ic. A
lthough I'm

 not 
Slire this w

as intentional.) 
_ This m

ight also be the reason w
hy our galleries and art m

agazines have 
01 late been populated w

ith so m
any photographs of adolescents standing 

:rround. The adolescent em
bodies so m

any of the current paradoxes of 
pholography: the aw

kw
ard fit betw

een being and appearance; betw
een surface 

,1",1 depth; betw
een a coherent identity and chaos; betw

een irrationality 
,II lei order; betw

een m
uteness and com

m
unication; betw

een absorption 
.,"d Iheatricality; betw

een stasis and narrativity; betw
een posing and acting. 

M
ore significantly this turn tow

ards 'slow
', sedirnented photography 

,oJ so chim
es w

ith the predom
inance of slow

ness in contem
porary video art. 

l' I,olugraphy has aU
 but given up the 'decisive m

om
ent' in order to explore 

w
lr:11 J m

om
ent is; video art has all but given up m

ovem
ent, the better to 

IIIIIIk w
hat m

ovem
ent is. This is w

hy just about all the current art and w
riting 

111.,1 ,"xplores stillness and m
ovem

ent really only considers slowness and 
III()Vl'IIlon!. W

orked-up tableau photos and decelerated video art partake of the 
N,II'1l" kind of exploration. But m

ust the speedy alw
ays be sacrificed in all this) 

'9 O
n Ihe SUbW

c.1 of BC'rl)am
ln 

dnd m
ei.H

lchuli,l 'oee 
Sontag',> InlroductlO

ll to 
B

('rl)d
m

lfl'" O
fll' W

al' SIIf't"I 
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N
eed slow

ness be the only w
ay> A

t this key point in the histories of art and 
m

edia, I think it is a question w
orth posing. A

nd a pose w
orth questlOntng. 

T
he Film

-Still and its D
ouble: Reflections on the 'Found' Film

-Still 
J ohlt 5 tezaker 

A
s an artist w

ho has often w
orked w

ith found im
ages the latter half of the 

1970S offered m
e an unexpected bounty in the form

 of 'film
-stills' -

a type 
of photographic im

age w
hose function has been to double for a single film

 
fram

e in cinem
a publicity. (See Figures 25 and 26) I w

ould like to em
phasise 

Ihough, from
 the outset, that m

y aim
 is not 10 throw

 lighl on som
e 

previously unconsidered genre of photography but rather to interrogate a 
m

ysterious opacity of those im
ages w

hich F,rst attracted m
e w

hen bundles of 
Ihem

 found their w
ay into second-hand bookshops as the result of a crisis in 

film
 distribution w

hich resulted in the closure of the large-scale single screen 
cinem

as and the consequent dispersal of the inform
al arcl1ives held there 

uf past publicity m
aterial (often dating back several decades). This crisis in 

cinem
atic consum

ption also heralded the end of this m
icrocosm

 of photo-
ography w

hose chief function w
as to advertise the film

 of the w
eek w

ith 
'I"ite copious still representations of the narrative sequence. 

O
riginally displayed in specially designed window

s on the outside of the 
,inem

a (and iii at night) or else in the foyer, these pictures w
ere displayed 

"' linear sequences as still versions of Ihe cinem
atic narrative (w

ithout, of 
«llIrSe, revealing the ending). T

hey w
ere advertisem

ents for the current 
(illl'l11atic entertainm

ent on offer and displayed alongside a sm
aller sam

ple 
"I Ihe next w

eek's attraction labeled 'com
ing soon'. Those like m

yself in the 
'1)50

'5 for w
hom

 these im
ages w

ere first encountered as representations 
"I ,III experience from

 w
hich w

e w
ere prohibited, at least tem

porarily, w
ill 

1'," Slire testify to the universal sense of disappointm
ent felt in the later 

I """
"11m

ation of these adult (x-rated) experiences. A
nd w

hilst the failure of 
pi "ducts to live up to their advertising im

age is a taken-for-granted rite of 
p,lssage w

ithin consum
erism

, the failure represented by the film
-still seem

s 
"'"'l' "cute. These im

ages claim
ed to be sam

ples ofa prom
ised cinem

atic 
l'III(',lainm

ent but never seem
ed to actually appear on the screen. They 

""rrkl,d for m
e a spectral and shadow

y unde,w
orld. Even w

hen the film
s w

ere 
III ("Iollr, the black and w

hite stills suggested 'film
 noir'. T

he other-w
orldly 

1J",dlly urlhe film
-sl'ill (especially the British ones) becam

e, for m
e, spaces of 

III'.lI:II""·y habilalion. H
ow

ever. Iilis allra ur Ihe slill im
age w

o"ld be insl,lntly 
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dispelled by the context of the m
oving im

age (and w
ith th

e everydayness 
of colour). C

inem
atic encounter with the still w

as Invanably dlSSllnulal1ve. 
Part of their appeal is the sense of disguise reflected in the label 'film

-
stills', a term

 that m
ore properly belongs to the single film

 fram
e (or 

photogram
) and w

ith w
hich they are som

etim
es confused. O

therw
ise they 

are (equally m
isleadingly) called 'production shots' or 'productIOn stIlls', 

. 
labels that refer to the pre-history of the film

-still in early c.inem
a w

here theIr 
function w

as to advertise the ftIm
 to potential sponsors and for such reasons 

w
ere often shot prospectively. (There exist m

any such 'film
-stills' for scenes 

or som
etim

es entire film
s never shot). Besides this early history m

ost film
-

stills w
ere shot after or alongside the film

 itself at various levels of alignm
ent 

w
ith the vantage point of the m

ovie cam
era. T

hey w
ere presented as 'free 

sam
ples' of the cinem

atic feast rather than as a m
enu. From

 nearly the 
out set, film

-stills w
ere m

ade by anonym
ous photographers w

orkm
g along-

side the fIlm
 production team

. In A
m

erica, w
here there has been som

e 
"ltem

pt to nam
e the still photographers w

orking in H
ollyw

ood, the 'auteurs' 
discovered are usually recO\4nized for tlteir portrailure or glam

our photographs. 

Tlteir w
ork on production stills, how

ever, is likely to be regarded as too 
IIlellial to m

erit any serious attention. 
D

espite a considerable variation in correspondence betw
een the film

-still 
,lIld Ihe cinem

atic m
om

ent it represents, there is a rem
arkable uniform

ity in 
l("rlllS of the pictorial vernacular em

ployed. The lighting, depth of field, and 
1("lIses em

ployed am
ounts to a photographic protocol at any m

om
ent in tim

e 
,' v(llving and only partly keeping up w

ith the changing look of their cinem
atic 

\ ollllierparts. In B
ritain they rem

ained in black and w
hite long after colour 

1I,Id becom
e the norm

 in film
 productions. The rigid vernacular and tonality 

IlIlposed a sense of standardization (and of interchangeability) onto the 
(11I('III"lic scenes they represented. This unintentional sense of pictorial fixity 
lit I Il4idily is m

irrored in a m
arked quality of stillness in these representations 

"I II Illvem
enl. The source of m

y fascination seem
ed to be in their failure: in 

W
h,lllllcy "ccidentally revealed about the circum

stances of their production 
(,I lid 11,,,1 of the film

's production). 
Sltol lypiG

llly as a 'second-take' for Ihe still cam
era, they are m

ostly 
1'11I11"1:"'phs of 51 ill or posing actors w

lto It"v(' Ihen reconvened after the first 
11111'111,11, 

I"ke. The "clors w
ho h"v(' :trl("d for Ihe m

ovie cam
('ra, pose for Ihe 

Figure 2.6 
John Stezaker, The Trial, 1980 



still cam
era. They are predom

inately photographs of tableaux vivants 
which explains their rigidity and their resem

blance to early photo·graphic 
representations of narrative w

here technical necessity dem
anded an 

im
position of 'stillness' on the w

orld it represented. There is also a tendency, 
w

hich film
-stills share w

ith early narrative photography, to attem
pt to 

,o
m

pensate for this stillness with slight exaggerations of gesture and facial 
,·xpressions. In addition to the tem

ptation to 'overact' in posing, there is 
"<[lIallya tendency to com

press the actions and reactions of gesture or 
('xpression into sim

ultaneous representations for the still cam
era of w

hat 
w

ould be separated for the m
ovie cam

era. 
T

hese estrangem
ents of the cinem

atic im
age created by it's still 'double' 

I",cam
e the focus of m

y collection and it w
as in trying to find an internal 

dr'lInatic representation of this quality of stillness and rigidity w
hich lead m

e 
",10 collecting cinem

atic im
ages of blind characters or blindfolded figures. 

I'lie presence of the blind character in cinem
a tends to be associated w

ith 
'Iillness and a fixity of posture (especially of the head) am

idst the Aux of the 
'''"'l11atic. T

he blind -
those excluded from

 the scopic regim
e of cinem

a -
are 

II'presented as arrested, as being absented from
 the m

om
entum

 of evelyday 
Ilk. II is also around the stilled 'absence' of the blind person that cinem

a 
''''''IIlS

 m
ost to celebrate its access to the bustle ofhfe. The blind person 

''1'pcars stranded like an island w
ithin the Row of im

ages and events. 
W

illiin the film
-still the problem

 is of how
 to draw

 attention to the stillness 
w

ill,out the am
bient m

ovem
ent. T

hese im
ages of the blind in film

-stills are 
I.lSlinating because they confront an im

possibility in term
s of photographic 

II·presentation. B
ut som

ehow
 the attem

pt, w
ithin its failure (or m

ysterious 
1(11« ,'ss) , seem

s rem
iniscent of the problem

s of representing m
ovem

ent 
w

lllii" a tradition of narrative representation that antecedes both film
 

,II ,eI pliotography. 
I\lIn(' H

ollander also seem
s to recognise this affinity betw

een the film
-still 

.11,,1 II", narrative art ofbarogue realism
 and D

utch genre painting. In her 
h""k M

Oiling Pictures she m
akes a pair of pictorial juxtapositions betw

een tw
o 

Idlll 'Iills (one '940s, the other 30s) and tw
o D

utcl1 genre painting.1 If the 
pi I< <I llJ!, ra phs are production film

-stills the com
parison w

hich is being m
ade 

II",,, belw
een tw

o still im
ages of posing figures. N

ot that this invalidates 
IIII' I'oilll being m

ade in the com
parison w

hich concerns the origins of the 
1llIl'lIl"lic 'close-up', in the tradition m

ost associated w
ith the seventeenth 

11'111111 y, or cutting the legs just below
 the hip in order to fram

e the scene and 
11.,,,1.',, sense of' proxim

ity to it. (Figures 27 and 28) It allow
s, w

ithin the 
",I.IIIV,·ly SlII,dl scale of D

utch genre painting, to give intim
ate access to the 

IIIIIIII'S I('presented. Both scenes lu w
hich the view

er is given this close-up 

1 Ann(> H{JII.Jndl'l, M
O

I""g 
p,< 

H
,H

voIrd U
nlvf'I<,lly 

P'PS ... C
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bndg(', M
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intim
acy are proto-cinem

atic im
ages: Theodor Van B

aburen's The Procuress is 
offered as a seduction scene and the source of the cinem

a's kiss im
age, w

hilst 
G

eorges de la Tour's The Paym
ent appears as the prototype im

age of the 
crim

inal underw
orld or low

-life representation to be found later in film
. 

H
ollander illustrates the intim

acy w
hich this seventeenth century version 

of a 'close-up' gives by projecting a cinem
atic reading onto another painting, 

The Calling of 5t M
atthew by Terbruggen: 

W
e approach 

M
atthew as we approach the villain or the hero 

playing cards in a W
estern saloon, during m

om
ents w

hen his challenger enters 
and m

oves in on him
. W

e see w
hat's on the table as well as on the faces; we 

com
e behind one or another shoulder and aw

ait the next m
ove. 2 

It is w
orth rem

em
bering though, as H

ollander pans around the scenes of 
narrative painting, that it is her m

ovie sequence w
hich she is creating in this 

'pregnant m
om

ent'. She is the director of the cine-narrative. W
hen the final 

ingre dient of tem
porality is added to narrative and w

ith cinem
a, w

e relinquish 
just that freedom

 to m
ove around the im

age and participate in the process 
of narration. 

H
ow

ever, paradoxically, in looking at a tradition in painting that 
H

ollander sees as striving to overcom
e it's ow

n essential stillness, she 
recognises the essentiality of stillness to highlight m

ovem
ent in this and 

other paintings of this tim
e. The truncation of figures at the hip, in addition 

to brin ging the view
er closer to the scene, also 'im

m
obilizes the subject. 

W
ithout legs, he is seen to be both present and still, rooted in the picture, 

w
here he m

ust stay, having no m
eans of escape. H

e is yours forever w
hile 

you look at him
'.' H

ollander sees cinem
a as a final realisation of this 

intim
acy w

ith the dram
atic scene that the 'close-up' in narra tive painting 

initiates. H
ow

ever it is al so clear that w
hat is lost is precisely that 'forever 

presence' of the im
age w

'ith w
hich intim

acy is desired. This gulf betw
een the 

perception of still and m
oving im

ages is w
hat H

ollander has to brush over 
in this one-w

ay representation of historical progress. In these term
s there is 

no w
ay of accounting for the desire of artists to m

ake the return journey in 
search of the lost intim

acy of the pregnant m
om

ent on the ground of the 
m

ob ile im
age. A

rguably constructed photography is m
aking just such a 

return; to still narrative Jrepresentation in cinem
atic term

s. The film
-still 

seem
s to stand at the cross-roads betw

een H
ollander's idea of the painter's 

attem
pt to m

obilize the essentially still im
age and the contem

porary artist's 
a ltem

pt to return cinem
atic narrative to its still term

s: to hold the cinem
atic 

im
age 'there' -

in H
olla nder's term

s -
'forever'. Perhaps this is the desire 

Ihat m
:lkes conternpor:II'y pholographic arlislS em

ploy the sam
e processes 

alld siudio scl·ups ;15 (i""IIla 10 aniV
I' al slilll'illlll"(,s. 'llle debt of m

uch of 

tnis w
ork to the production film

-still is I think self-evident. The quality of 
frozen tim

e is closer to the stillness of the film
-still than it is to the m

ore 
spectral quality of arrested m

otion in the photogram
 or film

 fram
e. For all 

the cinem
atic references in constructed photography this proxim

ity to the 
cinem

atic seem
s o nly to enhance the quality of stillness in the im

ages w
hich 

suggests an im
posed arrest on the w

orld. 
In a different context, in w

hat he term
s 'late photography', David C

am
pany 

has noted the predilection of contem
porary photographic art for im

ages of the 
afterm

ath of events in w
nich stillness is seen as a reRection of photography's 

ow
n essential condition:' ( Even in the context of cinem

a or television, such 
'afterm

ath' im
ages have the quality of still photographs: as suspended 

instants of destruction their frozen m
om

entousness m
akes th em

 feel like 
freeze-fram

es ). C
am

pany's observation is also pertinent to constructed 
photography in w

hich stillness is Sim
ilarly experienced as a frozen quality 

but in this case the relationship is w
ith the m

om
entousness of the cinem

atic 
im

age_ There is a sense of return in this w
ork to that staged quality of early 

photography w
hich m

a instream
 docum

entary photography sought to escape 
in the 'decisive m

om
ent'. C

inem
atic constructed pholography can be seen 

to be a return to the scene of the production film
-still and evokes a sim

ilar 
fascination for the s tilled re·enactm

ent of the cinem
atic m

om
ent. This return 

seem
s com

parable to the one described by Laura M
ulvey in the context of the 

'-reeze-fram
e: 'A

s the "now
ness" of story-tim

e gives w
ay to the "then-ness" of 

the m
ovie's ow

n m
om

ent in history" 
In these term

s constructed photography can be seen to exploit the 
i ndexicality of the still photograph (its quality of 'having been there') to 
create an aw

areness of the constructed ness of the im
age. I w

ould suggest 
Ihat this experience ofa return in the im

age and consequent Sense of the 
con structedness of the im

age is available ready-m
ade in the film

-still. 
W

hen one looks at a film
-still one is aw

are first and forem
ost of actors 

('nacting a role rather than of characters in the equivalent cinem
atic m

om
ent. 

And there is one im
age w

ithin the iconography of the film
-still (as w

ell as 
ill cinem

a itself), w
here an indexical sense of the actors subm

itting to the 
process of sim

ulation is experienced m
ost am

biguously: the kiss_ V
irtually 

synonym
ous w

ith cinem
a itself -

hence its frequent appearance as a film
-still 

III cinem
a's pU

blicity -
the kiss is potentially the m

ost th.reatening in term
s of 

I'xposing the constructed ness of the im
age and in revealing the im

posture of 
lite film

ic set-up. It is one of the cinem
atic im

ages w
hich H

ollander saw
 as 

1O:lvillg its origins in the sub-genre of paintings of seduction and undoubtedly 
liS prom

inence w
ithin cinem

a is for sim
ilar reasons: in the desire to 

Il"presenl Ihe potcnlial for intim
acy in the picture. In publicity term

s the kiss 
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could com
parably be seen as a prom

ise of consum
m

ation in the cinem
atic 

im
age. O

f course, precisely because of this prom
ise, it is also the site for 

experiencing the failure of the im
age in just these term

s. 
W

ithin the cinem
atic narrative the kiss-im

age arises either as a form
 of 

narrative respite or stereotypically as an ending. It provides cinem
a's ow

n 
occasion for stillness. Perhaps partly because of this inherent quality of 
stillness, the kiss seem

s pre-em
inently transferable from

 the m
oving to the 

still im
age. But this transfer from

 nearly stiU
 to photographically still can 

o ften un
intentionally betray the reality of the act of sim

ulation. In order 
to kiss the actors and actresses m

ust really kiss. A
nd w

hilst this m
im

etic 
doubling in film

 acting is taken for granted in m
ost other acts, it can becom

e 
estranged in the kiss. H

ow
ever ubiquitous as an im

age it focuses the view
er 

on the threshold betw
een sim

ulation and reality and can represent a m
om

ent 
in w

hich the reality of sim
ulation can take over from

 a sense of the reality 
sim

ulated. A
s an im

age the kiss is sem
iotically as am

biguous as the 
s im

ulated act. It both stands for sexual union and is (usually) a part of it. It 
is both sym

bol and reality. T
he stilled kiss can reveal this threshold betw

een 
sim

ulation and reality to be a dangerously slippery one. (The n torious 
pol ygam

y of film
 actors testifies to thiS). Despite its pervasiveness it is an 

im
age w

hich potentially threatens the cinem
atic illusion and that aligned 

'intim
acy' w

ith the characters w
hich tile kiss repr esents as cinem

atic 
consum

m
ation. T

hus it threatens to expose the sacrificial underpinnings 
of cin em

atic sim
ulation. 

To com
pensate for the danger of a stilled contem

plation of this 
transgressive boundary puncturing the cine-sim

ulation, cinem
a often 

conspires to m
ake this e ncounter w

ith stillness as m
om

entous as possible 
through the use of panning and rotating shots. The kiss betw

een M
adelaine 

(Kim
 N

ovak) and Scottie (Jam
es Stew

art) in H
itchcock's Veliigo is precisely a 

vortex of these devices. Yet, clearly the act seem
s m

ore difficult to negotiate 
for the still than the m

ovie cam
era because for the form

er it is an actor and 
acll'ess (Stew

al1/N
ovak) w

ho arc kissing for the photographer w
hereas for 

the latter it is characters (Scottie, M
adelaine) caught up in the m

om
entum

 
of the 'scene'. 

H
ow

ever, m
y collection of cinem

atic kiss im
ages w

hich includes photo-
1'0

1'11("
"
 im

ages reveals contrasting dangers in tile enactm
ent of the kiss for 

the st' ill-photographer and actors. O
n the one hand overacting can create 

a predatory sense of sacrificial violence. U
nderacting, how

ever, is m
ore 

subversive -
the posed alignrllclIl orlips punctuates the im

age, exposing it's 
arliliciality. 130th exlr,'II'('s ,'xpoS(' II", "

"lSlrll(i('dllrss orth
e im

age and the 
satrilicl' involvvd ill ils

(O
IlSII

II(
IIO

IL
, 

. 
SOl m

ehow
 W

arhol's Kiss m
anages to com

bine both extrem
es over-

S
lIlIl1 at'on W

ith th 
II 

I' . 
. 

' 
., I . _ . 

. 
e co apse 0 

s'm
ulatlon. (Figure 29) In this film

 W
arhol 

, 'I' o,ts Just that sense of dIscom
fort in confrontation with the

· 
d 

,I,lIl1ess orth 
ki 

b 
'fi

' 
Im

pose 
I 

bl 
e 

ss 
yartl 

(jaUy extending cinem
a's interlude im

age to 
'"' >('ara 

e duratio 
(, U

· 
I 

n. 
n'que y am

ongst W
arhol's early 'stilJ' film

s it is 
';': 

stiUness. In Kiss stillness, achieved through 
"

,' 
IS felt as an Im

position m
ade gratuitously by the film

 set-u 
0 

I" kdr of a voyeurlst,c audience The 
'

. 
. 

d 
P 

n 
'

. 
View

er IS m
a e to feel co 

r
·1 . 

I' 
ill'l'"slure. Stillness (or slow

ness) in tllis context elongates 
t llS 

1" '"l'or,m
ly beyond the point w

here it can rem
ain convincin 

Tl 
u a Ion 

I"" ""'l'S the serial experience of w
atching the collapse of 

,11111" "lid actresses are sacrificed to this act. Isolated fro 
th 

'
.
 

'
. le 

III 
I 

"
'1 '.. 

I r
.
 

m
 

e leplesentahon 
l 

l.tl.l( C
IS 

Jrom
 narrative pretext Kiss represents a series of 

. 
11111", SlI'r{'olypiG

Ii im
age designed to fail alld w

hich _ i:l the 

Figure 29 
Film

 still. Kiss, Andy W
arhol, 

19 64. 
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failure -
becom

es a kind of sacrificial spectacle. All of W
arhol's 'still' film

s use 
the s low

ness of real tim
e to subvert the com

pression of cinem
atic tim

e. But 
only in Kiss is this subversion used to challenge the voyeurism

 of the view
er. 

Perhaps this is because Kiss is uniquely a found cinem
atic im

age -
indeed an 

appropriation of cinem
a's central im

age of stillness. In fact Kiss represents a 
double appropriation of cinem

a: firstly of the stereotypical im
age itself and 

secondly the d evise m
ost closely associated w

ith it: the slow
-m

otion im
age 

w
hich Kiss enacts in 'real-tim

e'.' 
W

arhol w
as not the first to see the idea of appropriation as a kind of 

stilling or tem
poral elongation. From

 D
ucham

p's statem
ents about his ready-

m
ades, as w

ell as in the titles he gave them
 and their representation in 

associated works, it is clear that he saw
 them

 as interruptions w
ithin the 

m
om

entum
 of everyday encounter. H

e refers to them
 as 'arrests', describing 

his original encounters w
ith the read y-m

ades as analogous to 'snapshots'. 
His earlier paintings, w

hich adapt M
arey's cinem

atographic im
agery to the 

representation of the tem
poral dim

ension of everyday life, suggest a 
m

etaphori cal connection betw
een these tw

o experiences of m
om

entum
: 

cinem
a and the everyday. W

ithin the am
orphous A

uidity of everyday 
experience, the readym

ade represents an arrested fixity analogous to the 
freeze-fram

e in cinem
a. For D

ucham
p a certain kind of visibility w

as 
conditional upon a disjunction from

 the taken for granted vectors of life and 
its cinem

atic representation. His appropriation of the Paris M
etro m

ap in 1
9

14, 
w

hich involved the rem
oval of place nam

es, deprived the m
ap of its function 

in te rm
s of m

ovem
ent but redeem

ed it as an im
age in a Network oJ

Stoppages. 
Through these m

etaphorical arrests of the Auid transparency of the 
eve ryday object or im

age, the invisible is m
ade visible in just the term

s in 
w

hich M
aurice Blanchot describes the effect of the surrealist found object, 

'''those outm
oded objects, fragm

ented, unusable, alm
ost incom

prehensible, 
perverse" w

hich Breton loved" 
N

orm
ally the utensil 'disappears into it's 

use'," it disappears into the vectors of instrum
ental encounter, and 

com
m

odity turn-ov er. H
ow

ever in disuse the object or tool appears out of 
the ground of its disappearance in m

om
entum

. 'The category of art is linked 
to this possibility for objects to appear'JO according to Blanchot, for w

hom
 

this dou ble of the object represented by the found object is a deathly 
suspension and fixity of the thing. The suspension of the object's double 
rrom

 the vectors through w
hich it is integrated into, and disappears into, 

e veryday life is revelatory: the object becom
es its ow

n im
age (self-

resem
blance) in this w

ithdr;ow;ol from
 the world. At this m

om
ent declares 

I3I;onchot, like the 
orp"", tl\{' objl'ct witl,dr"w

s into itselr <lnd a repressed 
or ovcrlooked ""'Iel'ialily w

l'lIs lip ill II", disIISl'd :"'n'sled object. 

But w
hat happens in these term

s w
hen the functional object or im

age is 
designed litera lly to disappear into its use? This is of course the status of the 
film

 fram
e in relation to experience of film

: 'Shot past the projectors gate, 
the photogram

 propogates itself as film
 only to vanish on screen'." 

Disappearance into use is m
ade absolute. C

inem
a can then be seen both 

as an intensification of the pow
ers by w

hich im
ages in cultural circw

ation 
(the everyday) disappear into their use w

hile also representing an acceleration 
of their physic al disappearance in term

s of replacem
ent by successors. 

C
inem

a, by this analogy w
ith the cw

tural turn-over of im
ages, can be seen 

as 'obsolescence 24 fram
es per second'. 

Paradoxically cinem
a m

akes this cultural blindness of overlooking (the 
blaze) perceptually absolute. Vision can never catch up w

ith itself, trapped as 
it is in a process of follow

ing the perpetually fugitive im
age. The still im

age 
is absorbed into (disappears into) the function of perceptual deferral. [n this 
state of blindness the im

m
obilized gaze is fixed only on the m

obile center 
of the im

age leaving the circum
stantial deta ils on the border of conscious 

recognition. The im
age as a w

hole, as a fram
ed form

ally com
posed and 

constructed entity, disappears into cinem
a's double m

om
entum

 of action 
,m

d view
point. 

The film
-still is the m

ain ready-m
ade site for the return of this repressed 

detail and, in certain term
s, for the repressed visibility of the film

 im
age to 

stage an appearance. By a process of cutting the tem
poral ties w

ith the 
everyday w

orld: linear narration, cultural circulation, historical location, the 
lound and defunct film

-still can represent a confrontation w
ith the m

aterial 
circum

stances of the cinem
atic illusion. It seem

s to do this by bringing the 
periphery of the cinem

atic im
age into an equal focus w

ith is m
obile center. 

There is often an excess of detail in this encounter. The still cam
era registers 

Ihe fabric of the w
orld w

hich the m
ovie cam

era leaves behind: the m
aterial 

lextures of costum
es, the cracks in facial m

ake-up, the inadvertent glim
pses 

of dusty com
ers of the film

 set. The film
-still puts these details on an equal 

f(,uting w
ith the m

om
entous centre of narrative significance in a w

ay that 
IlI'lrays the sim

ulations. W
ithin this dispersed space of the film

-still the 
view

er seeks clues to w
hat is happening. Deduction of narrative m

eaning 
dl'm

ands intellectual reRection in a sifting of essential from
 extraneous detail 

III J search for a m
obile 'centre' hidden w

ithin the stillness of the photo-
graphic im

age. Especially in the case of pre-w
ar film

-stills the com
pressed 

(I ow
dedness of their scenes seem

 often to tem
pt their central protagonists 

III "dopt exaggerated gestures and im
probable dram

atic poses to com
pensate 

I"r Ihe understated evenness of the 'able(H(x "nd to signed m
ovem

ent. This 
,111"'''pt 10 overcorne their dis"ppl''' r" "

C
l' w

ill,ill II", crowd of del"ils (or 

11 C
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extras) through stylistic exaggeration contributes to an estrangem
ent of the 

im
age w

hich brings about an aw
areness of its constructedness w

ithin the 
physical circum

stances of the real w
orld. 

In the found film
-still fixity is doubly a condition of the visibility of 

the im
age as an interruption -

both of the m
om

entum
 of everyday im

age 
circulation and the m

om
entum

 of cinem
atic experience. It represents a 

double displace m
ent w

ithin the cultural vectors of im
age reception. I w

ould 
suggest that the visibility of the im

age is not only the product of a technical 
arrest of the cinem

atic im
age but of a m

ore com
plete series of estrangem

ents 
and decelerations w

ithin the m
om

entum
 of everyday im

age experience. It 
is difficult to conspire to create this estrangem

ent: it has to bejoultd. 
In this essay I have attem

pted to describe w
hat is returned or 'found' in 

the film
-still in term

s of the fugitive visibility of the cinem
atic im

age. C
laim

s 
have been m

ade for the film
 fram

e as a revelatory interruption from
 w

ithin 
the w

orld-view
 of cinem

a. Stew
art's apocalyptic disclosure of 'first things'," 

Bellour's 'recoil'" in the freeze-fram
e as a glim

pse of cinem
a's ow

n origin, 
or M

ulvey's punctuation of the continuous 'now
' of cinem

a by the 'then' of 
photographic indexicality"; each claim

s a return in the photogram
 of 

cinem
a's hidden photographic substrate. A

nd for eacll it is an interruption, 
a m

urder, a stalling of the m
echanism

 of Aow. The decisive m
om

ent of 
photographic arrest returns as 'freeze-fram

e'. 
The film

-still as the photogram
's sim

ulation or double, I'd suggest, m
akes 

possible a return to a pre-photographic stillness, the one described by Bellour· 
as the 'pr egnant m

om
ent' of narrative painting and w

hich he distinguishes 
from

 the 'decisive m
om

ent' of photography. T
he pregnant or significant 

m
om

ent, w
hich Bellour adopts from

 Lessing, is 'the one that supposedly 
represents the average and acm

e of a dram
atic action thus expressing the 

painting in its entirety. In a painting the m
eaningful instant doesn't refer 

to anything real, it is a fiction, a kind of im
age synthesis'." This seem

s also 
to describe the sense of the expanded m

om
ent of the film

-still. 
Bellour also contrasts the w

ay that the decisive m
om

ent is 'torn from
 

reality'" and com
parably Stew

art describes the freeze-fram
e as a 'cut from

 
action rather than hold on if." T

he film
-still, I'd suggest, returns us to a 

pr e-photographic pre-film
ic 'hold on action' and to the inclusiveness of the 

pr egnant m
om

ent of narrative painting. It is also the reason, I suspect, that 
constructed photography reRects a great er interest in the film

-still than in 
thc photogram

 because of its ow
n reaction to the 'decisive m

om
ent' ethos 

orthe docum
entary tradition in photography. The film

-still represents a 
possibility w

itliin thc' C
illl'lll:tlil 

illl:ql,t' of 
revl'r!-'ion to the 'pregnant 

m
om

ent' of an earlier pictorial tradition that in I-iollanc\cr··s term
s is the true 

source of clllem
a's w

orld view
. 

The desire for stillness as an expanded m
om

ent, rather than as an 
int:rru

ptive one, is described by Lessing as a stillness w
hich allow

s an 
unfolding w

ithin the im
age: 'The longer w

e gaze, the m
ore m

ust O
ur 

add; and the m
ore O

ur im
agination adds, the m

ore w
e m

ust 
believe w

e see.' IS It is significant that Lessing's pregnant m
om

ent is 
In

 relationship to the representation of a blind m
an literally 

c"ught up In a narrative w
lthlll w

hich he is unable to intervene to save 
hllllse lf and his sons because or his blindness. Lessing argues that rather 
than represcntlllg the clim

actic m
om

ent of the priest's death (the 
culm

m
atm

g m
om

ent in V
irgil's poem

) the sculptor has chosen to represent 
" m

om
ent of repose before the end: 'the sigh of resignation' rather than the 

open-m
outhed shriek' of the end. The m

om
ent of apotheosis is left to our 

1I11aglllatlon. W
e contem

plate it -
as he does -

in this stilled m
om

ent of 
r<'pose before the end: 'the beholder is rather led to the conception of the 
extrem

e than actually sees it."') 
. 

This creates a bond b
etw

een the blind protago nist and the view
er. They 

.IIC
 both forced to lI11agllle the end in the absence of an im

age of it. A
s in 

< IIlem
atlc representations of the blind there is pathos in the representation 

IIf a blind person as the still centre of visual m
om

entousness w
ho is him

self 
obliVIOU

S to It all. But w
hile in cinem

a this m
arks a separation betw

een the 
Vl<w

er and the blind, in the sculpture it m
arks an identification betw

een 
til<' tw

o in the stillness of this expanded m
om

ent. Lessing's stillness is 
I.-dcm

ptlve, suspending the dying figure from
 his fate as it saves the view

er 
1111111 the literalness of the visual im

age of death. 
Then, as now

.w
hat is at stake in tbe stillness of the im

age is the freedom
 

ilf VISion to m
obilise Itself in and beyond the im

age. 
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Fram
e/d Tim

e: A
 Photogram

m
ar of the Fantastic 

C
an·ett Stew

art 

To think about 'stillness and tim
e', w

hen considering film
, is to ponder not 

tw
o topics but one. N

ot just tim
e em

balm
ed, but 'change m

um
m

ified', in 
A

ndre Bazin's deathless phrase: that's cinem
a for the phenom

enologist.' 
Tem

poral transform
ation is preserved in all its unfolding duration. C

hange 
itselfis struck offas im

print. But w
hat is film

ic tim
e for the m

aterialist 
student of the photogram

, that sm
allest cellular unit through w

hich 
photography·as film

-becom
es cinem

a) A
long the serial strip of film

, instead 
of standing still each tim

ed im
age stands, till erased by succession. Since the 

publication of Betw
een Film

 and Screen, w
hich explores the projection of 

S
U

ell serial difference as screen m
otion, I have found additional confirm

ing 
l'vidence of fiLm

's tendency to disclose its photogram
m

atic basis at points 
of' narrative rupture.' This evidence com

es from
 a certain polarized vein of 

recent international film
m

aking that includes, on the one hand
, a European, 

onen transnational, cinem
a of uncanny psychic displacem

ent and, on the 
oilier, a H

ollyw
ood m

ode of virtual reality preoccupied w
ith everything from

 
1',lIosts to ballucinated alter egos to cyber-figm

ents to digital replicants. Each, 
Oil either side of the A

tlantic, is a m
ode of the fantastic as inA

uentially 
<i,·fi ned by Tzvetan Todorov.' 

Isolating the role of the photographic im
print in recent instances of the 

1.",lastic serves in part to locate the difference betw
een the now

 psychological, 
"O

W
 ontological disturbances to realilty induced, across the polarized 

Ii',,<icncies of European and H
ollyw

ood practice, by their parting of generic 
w,'ys, This is often because the m

om
ent of photography'S rem

ediation by film
 

"'1111'115 us, in quite different w
ays, to film

's ow
n differential basis on the 

1I'IIIiloid strip, It is there that stillness stands disclosed, or better stands 
,'xlHlSed, as both the constituent and the antithesis of screen m

ovem
ent. 

M
illorizing the serial strip, projection elides the rapid still into the fram

eld 
JI"I\' ,,('screen m

otion, so that the w
hisked-aw

ay m
odule reappears in its ow

n 
",,"",'"Ium

 on screen as a spectral phase of advance. A
ll links transpire in 

11,,· hlinks of" m
echanical eye. In a w

ord, fan
lastic. N

ot all film
s of the 

IIIIII,,,,y I-\cnre lake up this phenom
enon as them

e, of course, and least of 
111111,0'" concerned w

ith distanl eleclronic f·ulures. Bul m
any do. A

nd even 

1 A
lld

l£
' (3.17111, 'The O

lltolofY
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I . 
eans to close in, then, on the point of 

avoidance IS revealm
g. T

llS essay m
 

I'ty 
nd narrative virtuality in the 

intersection betw
een photO

graphicftem
pora I 

narratives on both sides 
. 

d 
h t 

w
anlcal crux 0 

num
elous s 

. 
Im

pacte 
P oom

e 
d'

:d 
I 

des'lre often uncannily ream
m

ates 
A

 
0" 

1 genre 
IV1 e W

 lere 
" 

of the Euro-
m

e[lcal
. 

I 
'h

' 
the sim

ulated kinetic im
age oflivm

g 
a fixed visual trace or, alternate y, w

 ele 
resence m

arks the death of the real. 
. 

. 
d' 

ent of film
ic 

p 
It should be noted that w

henever the m
edlum

·speclfic ru e
lm. 

fil 
1I d 

. 1 such lantasty 
m

s, 
m

otion in pholographic 
technique, a leftover 

the dlstancrng 
I 

f intervening in the classic Iransparency of 
f 

m
odernism

 s 
a Itua w

ay 0 
h 

rom
 

. 
. 

. .
' 

solidation as a narrative system
, 

ow
ever, 

the cinem
atic Im

age. BefOle Its con.
. 

d
' sa

il overtlilm
ic m

achination by 
.

' 
l' 

I yea rs w
as perceive 

" 
cinem

a rn ItS ear les 
. 

. d' 
t evocation of cinem

a's elusive 
ils first spectalors. A

s II 
an rn 

these sam
e years in the late-

differential m
ohon com

es dow
n 10 uSr.fro 

e m
edium

 10 w
hich theorists 01 

V
ictorian art criticism

 of dance, a per ormthanc 
h 

e alw
ays know

n cinem
a's 

h 
. 

I' 
oe 

D
eleuze am

ong 0 
ers, 

av 
Ihe m

ec anlca lIna" ' 
,
'

. I film
 title from

 19
24, 

affinity -
and to w

hich Fernand Leger s 
er, self-enacting 

Ballet M
echanique, pays dlrecttestamh enst. 

In 
ds :

'.;ti:g in 18 98 w
ilhin 1111' 

. 
f the D

ecadent cntlc A
rt ur 

ym
on 

, 
.' 

f 
language 0 

. 
, 

.
' 

n b 
cultural consciousness, the thlill 0 

flrsl decade of C
inem

a 
absolptlo fr. Y

. t. 
cated in m

aterial tim
e, 1asls

\IIrI\ 
dance is that each disconlinuous, e 

eet'th lLln 
a vanishing tracl', w

i ill I, 
long enough to have been there. I I t IS 

ere as gone, 
. 

t
' 

I 
g enough to savour. 

only attent,on can re aln on 
I rfi 

t the fram
e itself, also lasts only 1(1111 

In cinem
a, the m

crem
enta e 

ec, 
h t 

I ave been surrendct'(·[\, II, ,I 
b 

th 
e" only long enoug 

0 1 
enough to have 

een 
er 

'.. 
d 

it shifting it as iffrom
 w

ithin. btt1111 ,. 
is, to tl,e next rn Irne, aSSlm

,htate 
to .. e from

 s lit-second to splil-S .(.,"t! 
its supplem

ent in the 
perhaps. ulltil rl'III'W

' ,I 
m

om
ent to m

om
entu 

: 
1 

fil 
. 

m
ay obtrude w

ith II11II1',vllll 
. 

narrative w
here t le 

m
lc 

by a given screen 
.' 

. 
0 

fl 
d by an on-s 1'('\'11 

f 
'th-

the cm
em

atIC -
olten 

agge 
purpose 

rom
 W
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In 
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photograph w
ithin the plot or a 

decades in the genre 01 HII II, Ih' 
helve different uses for such effec fi' 
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dystopia, not to m
ention w

ithin a cinem
a increasingly enhanced-o

r invaded-
hy the digital. T

here are no faked or am
biguous or nostalgic photographs 

;Inyw
here in the M

atrix trilogy (the W
achow

ski brothers, r999-2oo3)-
N

or 
docs the photograph serve to anw

or or contest the digital artifice ofV
R snuff 

Idllls in a m
ovie like Strange Days (Lyne, '995). T

he transform
ation at stake 

IS 1I0t just of genre but of m
edium

. 
Yet, though the photographic benchm

ark of cinem
atic im

ages has 
"" r"asingly lost ground w

ith respect to the reflexive ironies of digital sci-fi, 
c, lias not disappeared. For the m

ost part it has sim
ply shifted genres: m

ost 
eellviollsly w

hen it leaves behind a context in high-tech illusion for a narrative 
I", Illal of high-profile m

agic. In the H
arry Potter film

s, for instance, every 
1<.lllll'd im

age in the land of w
izardry, w

hether ancestral portrait or new
sprint 

II11C,: shot, can be found to w
rithe and speak w

ithin its curtailing rectangular 
1<'1111<' "nd to do so precisely as a self-referential m

arker of digital cinem
a's 

jleewc'c 10 bestow
 such m

agic anim
ation in the first place_ Sim

ilar if m
uted 

III," Is punctuate those less strictly fantastic film
s, as w

ell, w
here plot tends to 

I, IIe1"1 1''111iovocal either the ontology of its protagonists or the epistem
ology 

.lill"
'11 vision, m

em
ory, and desire. A

s such, the current spectrum
 of the 

IIIIII'_d or illlaginary runs from
 the blatant ghost stories and digitalized 

1111111111011'\" 
of H

ollyw
ood trends to the often elegiac uncanny of num

erous 
1,111111('0111 film

s. T
he present essay is a second venture on m

y part to account 
1", III<'Nc' S<'l'm

ingly parallel but in fact divergent narrative tropes, this tim
e 

1111" """',' concerted look at the m
om

ent of photographic indexicality on 
lilt 1111,.'lc plots so often turn_' For again and again the definitive stillness of 

1,1'1I1"111"I'IIY, figuring the arrest of death or its overriding by desire, becom
es 

,I" ,It IIIIIIIJ: trI"rk of these film
s at the em

otional, and often m
etaphysical, 

'"11
1111 1""l1ls of their plots. 
III 

II c'ssoIY
 ('nlilled 'From

 Presence to the Perform
ative', David G

reen and 
, ;11111 IIIW

I y rl'i urn to an aspect of indexicality in Peircian sem
iotics that has 

,1111'"1 II,,'d, :IS Ihe authors see it, by Roland 8arthes's elegiac em
phasis on 

• 
11,,1 Ic,'M

 Il<'c'II' ofLhe photographed object' 
Peirce w

anted from
 the 

I, I, Ii 1111,. 11011 " sense nol just of a trace left but of its point and m
anner 

'" '1Ipll,,,c, w
ll:11 G

reen and Low
ry stress as the perform

ative index that 
Illr lIN

 ,,'Ii'renlial counterpart. Together, these functions delim
it 

'\' 'pll 'N IIllllor as w
ell as m

ortal trace, or w
hat w

e m
ight distinguish as 

III , til" til""
"'lIcc to -

as w
ell as of -

the captured object, both m
om

ent of 
,1\ liN

 IC'lorded m
om

ent. W
hen com

m
uted inlo !ilm

, this em
phasis 

I, il'" 
I" "·IIIi,,k. from

 Ihe photogram
m

atic ground up. that currenl 
"IIIIIIIHlh 1>:lrr:tliv('s w

here poinl-of-view
 shOls arc '"lChored either 

I '''ply "
'111 r,' or hy Ihe sublractcd subjpCI or a virlual bo Iy. 
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To clarify term
s, l'U

 start w
ith three divergent exam

ples of indexical 
aberrations that graduaUy zero in on the recent film

 pattern I'm
 trying to 

establish, only the third of w
hich w

ill constitute the fantastic per se. I n an 
'alternate w

orlds' form
at, the frenzied sprint across tow

n of Lola to save her 
boyfriend in the crim

e plot of Tom
 Tykw

er's Run Lola Run (1999) replays itself 
three tim

es in entire alternate versions, fatal and otherw
ise. In the process, 

it interrupts its three m
ain vectors of racing action w

ith disjunctive Rash 
forw

ards to alternate lives of m
inor, unnam

ed characters w
hose paths Lola 

happens quite literally to cross. In aU
 of these proleptic inserts, six in total,th

e 
perform

ative indexicality of photographic record is evoked (w
ithout bem

g III 
any w

ay narratively m
otivated) by the overlay of shutter sounds on the track, 

cut by quick cut. The w
om

an pushing a baby carriage, for exam
ple, w

ill 
eventually have her child taken from

 her on the grounds of neglect (click) until 
caught stealing another (click); and the young cyclist w

ho later gets beaten 
by thugs w

ill end up having his w
edding photo taken w

ith his form
er nurse 

(click). Either that -
or the w

om
an ends up w

inning the lottery and findm
g her 

apotheosis in a tabloid publicity shot; or the cyclist becom
es 

your qU
Ick guess 

is as good as m
ine -

a hom
eless addict last seen as If 1I1 a poirce photo. Jum

p-
cut editing and soundtrack collaborate in figuring tim

e as a series of seized 
stills _ thereby confirm

ing Bergson's com
plaint against the m

edium
, ltS 

participation in a w
idespread cognitive error that life is lived not as im

m
ersed 

duration but as a kind of m
ental photo album

.' In none of this is there a c1·ar 
baseline of reality established from

 w
hich a departure into fantasy can be 

m
arked. In Run Lola Run, tim

e is entirely contingent, up for grabs. 
M

oving closer to a fantasy form
at in w

hich a certified reality and its dire I 
reversal are clearly distinguished from

 each other, how
ever, is the 2003 frlm

 
by Laetitia C

olum
bani, La Jolie d'am

our ... pas du tout, or in English H
e loves 

m
e ... H

e loves me not, w
here the radical alternatives of the proverbial petal-

plucking gam
e -

installed by the film
's title and its first Roral shot -

offer 
the instigating clue to a structure that w

ill rew
rite an adultery plot halfw

ay 
through as the delusion of an erotom

aniac. W
hen the heroine kills hersel irl 

despair over the m
arried lover w

ho has deserted her, a reverse action Im
all\' 

of the entire narrative, beginning w
ith her strictly m

etaphonc rather than 
technological Aatlining, drags her back to life to expose the fact that th :'l' 
been no relationship at all, except in her stalker's Im

agm
atlOn. Bergsol1 S 

sense of the deatll m
om

ent as a replay of elapsed duration is here revcrSl'd 
tire ironic trope of life figured as an exaggerated rom

antic m
ovie, hlll 

a m
ovie now

 going now
hN

 
fasl -

and IXlckw
ard at tha I. '" Then, 100, lIlOIl' 

Illan liIC
, in lire f01'l11 of plol, is IIl'rl'i>y I'!·ri:lyed. 

as w
ell by lir 

ttlrllillg poilll 
tilt' l'vo

llillo
ll 01 IIIl,qW

 le( 1!!lolngy. W
hal w

e 
III 

lire last vestige of cinem
a's rotary m

otion in the form
 of a V

H
S reel. For the 

I"'roine's second chance com
es not by reverse digitial scan but by m

echanical 
rl'w

ind -
even though spooling past us faster than any film

strip could. 
In H

e Loves M
e ... H

e Loves M
e Not, the grain of the real is so firm

ly 
I'sl;lblished, if only in retrospect, that m

iscues in the first half can be 
('JIlfidently set right in the second. C

loser yet to the m
odel offantastic 

lI:1rrabve, how
ever, and this by sustaining its am

biguity alm
ost to the very 

I·lId. is 
O

zon's Sw
im

m
ing Pool (2003), w

hich recruits the device 
"I I rick beginnings as com

m
on to the thriller plot as are trick endings. 

Swim
m

ing Pool opens behind the title w
ith a m

isleading shot of blue w
ater 

I ippling across the entire fram
e. A

n upw
ard pan soon reveals it to be a shot 

I Ii I he Tham
es rather than of the pool in question. The film

 then cuts to the 
lJ IIderground, w

here a reader notices that the w
om

an Sitting opposite her is 
II II' author w

hose picture is on the cover of her m
ystery novel. Yet here too, 

,,, I IIlar m
ystery and deception seem

 to have set in. This photographic 
"vldence is im

m
ediately denied: 'You m

ust have m
istaken m

e w
ith som

eone 
1,1,,·,' says the presum

ed author. 'I'm
 not the person you think I am

.' Index 
d,,,,s not guarantee identity. A

 throw
aw

ay m
om

ent, one assum
es _ easily 

"'plained aw
ay by the author's revealed panic over her current w

riter's block. 
II,rollghout the rest of the film

, how
ever, w

e subm
it to an openly voyeuristic 

<llIdy in voyeurism
, only to find out that m

ost of the characters aren't w
ho we 

1IIIIIk lirey are either, but erotic projections of the w
riter as she hallucinates 

I"'"
drinto the w

orld of her new
 m

urder m
ystery. This is a fantasy spurred in 

I,ll I, "I" fulcral m
om

ent of the plot, by the w
riter'S discovering w

hat m
ight 

I""k "I firstlrke a photograph of the sexually voracious teenage heroine in the 
I1l1l's di;lry. Yet this is a dated black-and-w

hite im
age m

eant, instead, to stand 
III 10r;1 picture of the girl's dead m

other -
and form

er lover of the sam
e 

I'd,lllr lire w
riter herself is obsessed w

ith. The referential index of the 
1'11I110W

"ph is com
prom

ised in this case by the genetic doppelganger. T
he 

'"W
I I,l,' ending arrives in alternating m

atch cuts of a real and a fantasy figure 
III 111l' w

riter's m
ind's eye: the im

agined sexpot Julie and her editor's actual 
I 1i"'1I1Ill'I' Julia, each reaching out in silhouette as ifat the rear-projection of 
,III ,d''''111 m

other on the distant balcony -
a shot evoking the classic opening 

1111", "I Bergm
an's 1966 Persona. Shaken by this disclosure, w

e m
ay be cast 

h,11 k If} lire frlm
's trick beginning: that ontological dodge w

hich now
 seem

s to 
IIIIVI' lIr1illraled the entire film

 from
 both the (destablizing) establishing shot 

111111 II", slliJsequent photographic m
om

ent of indexical denial. 
1'001 is som

ething of a renegade in the European context, closer 
III liN

, olllfiriiollS 10 recent H
ollyw

ood gim
m

icks. A
nd instm

ctive as such. 
11,"11"1 I:lll'Op1"an plols favouring prelernatural accidenl tl,at reroute narrative 
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from
 its expected destinations, H

ollyw
ood specializes lately in w

holesale 
reversals, final disclosures that require the total rethinking of a deceptive 
narrative line. C

om
pared to the loops or short-circuits of m

em
ory and desire 

in the European cinem
a of radical coincidence, the protagonist of the new

 
H

ollyw
ood 'fantastic' m

ay turn out to have been dead, or m
erely digital, or 

only, so to say, 'fantasizing' all along. T
he photochem

ical index is often the 
litm

us test of such unreality, either lodged at the threshold of narrative or 
anticipated there by an associated figuration that later finds its photographic 
equivalent in the thick of plot. It takes aw

hile to see how
 -

and w
hy. To that 

end, w
e need a structural definition of fantasy as a genre that w

ould encom
pass 

both tendencies of the 'irreal' I am
 trying to coordinate: preternatural 

alignm
ents offate in European film

, w
ith all its epistem

ological m
ystifications, 

over against ontological subterfuge in H
ollyw

ood. the spooky versus the 

literally spectral. 
A

ccording to Todorov, 'the fantastic' is defined as the narrative span 
of undecidability during w

hich a reader is held in suspension betw
een 

incom
patible explanatory options." If the strange events are resolved 

psychologica lly in the end, then the fantastic is cancelled, because settled, 
by the uncanny (unheim

lich). If otherw
orldly rules of the 'm

arvelous' are 
necessary for explanation, then fantasy is cancelled by the supernatural. O

nly 
in betw

een, and for as long as that prolonged uncertainty can be sustained, 
does the genre of the fantastic persist. To give a classic exam

ple in term
s th;11 

can distill Todorov's point fairly succinctly, fantasy lasts only as long as w
e an' 

still w
avering betw

een preternatural and supernatural solutions, still asking 
w

hether Jam
es's ghost-seeing governess in The Tum

 of the Screw
 is sim

ply 
obsessed or actually possessed. The European cinem

a of fateful coinciden c 
gravitates to the form

er (or uncanny) pole in resolution. Recent H
ollyw

ood 
thrillers lean instead to the m

arvelous (or supernatural) pole, w
here lived 

reality is rew
ritten by the law

s of virtuality or afterlife. 
Yet, anticipating resolution in one direction or the other, the fantasti 

iN
 

clearly a genre that w
ould have every use for the frequent undecidability 01 

trucage as C
hristian M

etz defined it." T
his is a tam

pering w
ith or 'tricking' 

of the im
age track (superim

position, lap dissolves, fades and ripples arc hlN 
favoured exam

ples) that has m
oved, historically, from

 diegesis into syntnx. 
or in other w

ords from
 m

anifest special effect to sheer transitional deviCt" AI 
the m

osl rudim
entary (syntaclic) level, M

etz sees trucage al.ready at play w
lll'C! 

one shot m
akes ils predecessor m

agically vanish. A
 cinem

atic fantasy 
IIk,'ly 

10 realize this disappearing ;](1 w
ilhin Ihe plot. to lift the effect back fl'OIlI 

nonnaliz,cd 
aggrav:llt.'d slrangcncss. In SWil't'J.I't'J.il1g Pool, 

c\;III14hler is p!J;.II1laslllally displ:J"'d ,,11111' I'll I. as ill facl all alolll:\. by h\'1 

libidinal double. Likealliaboratory m
anipulations according to M

etz, such a 
syntactiC deVIce of edltm

g is thereby returned again as I't w
ould h 

d 
I' . iii

' 
I

' 
,
a
v

e
 seem

e 
01 1 m

 sear y V
Iew

ers, to an event of m
otivated m

agic or spectrality in certain 
lIarratlve contexts -

or at least to uncanny figuration. In the film
s I'll b 

:.'"lSldenng , the narrative occasion for this return of technique as m
YS;erious 

.vent IS often the m
vaslO

n of illusory m
ortal duration by a previous death -

or 
\ xposed delUSIOn. 

1:1 Ihe first link betw
een its them

e of the alter-ego and the m
echanics of 

"1'111 .11 InverSIOn, w
e see the heroine of Kieslow

ski's D
ouble Life of Veron; ue 

(1')')1) f"scm
ated W

Ith a glass ball's upside-dow
n estrangem

ent of the 
q 

racm
g by the w

indow
s ofa train. (Figure 30) In this seem

ingly 
I IHI! sSlveoptICal epIsode, the autonom

ous 'sphere of vision' that turns the 
WI" lei IIpSlde dow

n w
orks to anticipate the action of the reflex cam

era in the 
111'"1.",:d pIvotal scene. For it is there that the tourist V

eronique snaps an 
IllIw

llIllIg picture of her Polish doubl 
W

 
'k 

. 
e, 

erom
 a, a spectral transcription 

w
ll('''' processed Im

age goes unnoticed until m
uch later in Paris. T

he 
11111 'll II\" s last love scene long after the death 

fW
 

'k 
k 

. 
. 
.
.
'
 

0 
erom

 a, ta 
es place m

 
I'wy' I,,, dISSOCIatIO

n w
hile she is looking dow

n her bed tow
ard the post-

1111 II lOllS photo from
 Poland, discovered in her purse for the first tim

e 
IIY

 11\'1 lover: the Im
possible photo of herself as the other. (Fi 

) 
\(' .. 1 

k
' 

h 
. 

. 
gure 3 ' 

I( S IlW
S 

I S 
erom

e IS quite literally beside hersel.f. O
ne w

ay in w
hich the 

111111111111 
for Todorov, and indeed as the special and intensified case 

1I111'.IiI.".lly all told,. is that, at som
e triggering m

om
ent, it does indeed take 

1III1111.IliVP sense literally.' 1\ In The Double Life, a sensation like 'I'm
 so 

It! 11111,'<1 I)y seli·conSClousness Ihal I I"eellike I'm
 'dw

ays 10 k' 
If 

, 
. 

0 Ing on at m
yse, 

Figure 30-31 
Film

 stills, The Double Life of 
Veronique, Krzystof Kieslowski, 
1991. 
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or that som
eone else is' w

ill m
aterialize w

ithin the plot as an actual double 
w

ho m
ust eventually forego such redundant presence by dying, her difference 

assim
ilated _ but never com

pletely, U
ncanny photography irrupts into 

Kieslow
ski's plot as the perfect em

blem
 of a conscious past that is never 

entirely past, w
here instead the im

age is retained beyond the body as a trope 
lor the spectator's (here the heroine's) ow

n am
bivalent psychic 'incorporation' 

of the im
aged subject. T

hat's the plot clim
ax, But, yet again, w

e touch on a 
m

atter not only of genre but of m
edium

, 
In Todorov's view

, fantasy, suspended as it is betw
een the im

m
anent and 

the unreal, the possible and the im
possible, is the purest state of the literary, 

Such a m
eta textual understanding not only applies equally w

ell to film
s of the 

lantastic but coincides w
ith M

etz's proposal that trick effects are only a special 
case of the cinem

atic illusion all told, since 'M
ontage itself. at the base of all 

cinem
a, is already a perpetual trucage,' \4 For Todorov, fiction is fantastiC

-
because its referents are strictly im

agined, Sim
ilarly, all narrative c-inem

a is 
hll1tastic because its presences and durations are strictly illusory, At points of 
rupture or resistance, how

ever, the photograph com
es forw

ard as the special 
case 01 fantastic tem

porality, In its cultural function, the indexical m
om

enl 
of photographic record is retrograde and prospective at once, putting a seal 
on the past and delivering it forw

ard to a future not its ow
n, Todorov, in la I. 

adm
ittedly lifts the paradigm

 for his differential definition -
fantasy as Ih ' 

dividing line betw
een the uncanny and the m

arvellous -
from

 philosophi (II 
definitions of tim

e present. For him
 the 'com

parison is not gratuitous','" 
since he m

eans to evoke the instant. the "O
W

, understood as the definitivr yr'l 
vanishing line betw

een the accum
ulated past (of received understandinJ.l) 111111 

Ihe nebulous future (of undream
t m

arvels), A
 yet stronger claim

, how
 W

I, 
mery w

ell seem
 invited, It is not just the accum

ulated know
ledge of Ihe 

Ihal w
ould explain aw

ay the m
arvellous in settling for an uncanny resolrillilli 

ror the uncanny, after all, is often the spectral retum
 of the past, the IiOed 

repression of banned desire or recurrent fear. So betw
een a haunling by 1111 

past and a dalll1ting future of unheard-of w
onders, betw

een preternallill.! 
dislurbance and supernatural epiphany, the seesaw

 of fantastic UII crlil III 
negotiates its plotline across the dubious present of its presentalioll, 

A
nd Ihe photograph? W

hat is it, too, but the invisible division bl'IW
r'l II I' 

pasl life or space or event. arrived before the cam
era, and a fuillre illl:'I\I' lit,.1 

w
ill supplem

enl or eventually supplant its presence? The im
age 

I,ll Iii. 
1",SI in order to live on inlO

 ils ow
n lulure, In this sense ollhe illlap.'·' 

hn
l;,slic babncillg act. dealIr alw

ays encroaches from
 Ihe unG

lllllY
 pili I' 111 

pl",lograpIry, im
m

orlalily 1'1'0111 III\, sl'lw
rnailireri. 111 lire disclirsiVl' 111111111111 

o
rils t\('ixis, its poiIl1ing

,;\ pl,o\op,rapil :lIIIH
H

III<"CS thall\J;s hl'I'(' W
ill' lilt" , .. 

som
eone then, T

hus photography inscribes t
h

'
 

, 
, 

and future into an obJ'ectifi d 
e reoprocal vam

shm
g of past 

e 
present transferable f 

t k 
' 

a present retained forever w
itho 

rom
 a er to recerver, 

ebndlesslh y rehearsed as w
ell as 

a out a 
um

an rm
age u d 

'
h 

h 
' 

ea 
e 

p hantasm
al about it. 

n el p otoc em
 IS try is also, therefore, w

hat is 

A
 photograph has no m

e 
b

' 
Photographed h 

' 
m

ory, 
ut IS one, the m

aterial form
 of one, 

um
an Im

ages enact a perpetu I d' 
I 

subject to a subjectivity reconfigured b 
I 

k' a 
ISP acem

ent, from
 an absent 

is thereby the prosthesr's of 
y 

0
0

 m
g, 11,e photographed person 

a m
em

ory not belon
' 

t
' 

altached to it as obJ'ect W
h 

gm
g 

0 It as agent, but only 
, 

en, m
oreover such m

 d' I 
b 

' 
IIpon the doppelganger m

otl'fof K' 
I 

'k" 
e la 

rever eratlO
ns converge 

. 
les ow

s 
I s Veroniq 

, 
Sim

plicity of the photogra hi 
' bl 

,
. ue, w

e recogl1lze the 
p 

c para 
e, A

n acoden
tall 

t k 
silbsequently unnoticed ph t 

h 
f

' 
y a en, processed, and 

o ograp 
0 

one s double th 
th 

'h" 
,I general condition of psych'c I,e 

11 d 
' 

,
e
 0 

er W
it m

, IS only 
I 

ue spe e 
out m

 unca 
b I 

III m
ental experience double 

'
c
 

' 
nny voca 

u.ary, For 
, 

ness IS olten reglster-ed 
'th 

' 
'I'cognized, psychically im

printed w
ithout bein 

ac::'1 
actually bem

g 
,,,,ked, one of the chief ;n£ 

b h' 
g 

ow
 edged, ThIS IS, 

u
, erences 

e m
d the p

h
' 

t 
"'lvpathy of so m

any fantasti 
'
d

'
 

syc 
IC respass and sexual 

I" 
c eprso es 1I1 recent European cinem

a 
IIcorporatm

g m
ore obvious elem

ents 
f 

" 
' 

I( II'slow
ski's film

' 
I 

" 
0 

m
agIC realism

 than in 
, 

S
, t le prinCiple of coincident 

I tl' 
I" " "Tied further yet in the 

C 
t 

" 
po m

es and convergent fates 
Ian astIC cm

em
a of Spa 

' h d' 
, 

111'1'/", Red Squirrel (1993), the w
uikel 

final reun
' I1IS 

rrector Juuo M
edem

, 
iJ"'"gIrI about through th 

d" 
Y

 r 
Jon of separated lovers is 

e m
e latron 0 

photog 
h' 

, 
1 11I1Ia" 

in a shot that is literally pivotal T
I 

h 
ra

p IC m
agic at the film

's 
1Ill'"l1selfw

ith a form
er girlfirend, 

fixes on a fram
ed snapshot 

I" II,1I'd on a rock band T-shirt B hi d I' 
, 

Y
 er ow

n m
agn'fied Im

age 
, 

e 
n 

tllS Im
age ofth 

I 
11111,1' "llolographic distance 

th 
h 

' 
d 

e COLIP e w
e m

ake out 

I 
,as 

e 
elo 

oes for the fi st f 
fi 

1111.'\" im
age: the once accid 

t
i
d

 
r

im
e too, au

rth
e

r 
en a an 

now
 uncanny fi 

r th 
11"1\1111' 12) Focused on in ra 

'd 
I 

' 
gure 0 

e new
 lover. 

pi 
c oseup (Figures 33 3 ) tl'" 

1<111'''1' II II noticed presence
' 

th 
'k h 

-
4

, 
liS 1S a w

om
an 

U1 
e pal 

t at day w
as a 

h 
,-

' 
"d 

Ilid I,,,"
"onition U

nde 
th 

C
 

f
' 

s eel COIllU
 ence

-
, 

r 
e ,orce 0 

w
lsh·fulfilm

ent th 
I 

1I111"
"'II's "nci engulfs the he 

' 
' 

e s lot now
 m

agically 
ro s present space A

' 
t d ' 

IIIIIVI'IIII'III, Ihe new
 lover 

d h
e

', 
nuna e 

m
to lateral 

an 
er , orm

er boyfrrend fir t 
Ik b h' 

111111'1 ""Ip
lc (Figu

re 35) and then 
ass in a

'
s w

a 
e m

d the 
1111 11I'('sl,,"uing hero so that she p 

, 
slhlot/leverse shot exchange w

ith 

I 
m

ay I evea t le necessary cl 
h 

10 11','\,,",ls as body rather t'ha
' 

F' 
,ue to 

er present 
n Im

age ( Igures 36 
) I 

tl
' 

C
 

" 
1111' "I slIllIre from

 
'II

' 
'h

' 
d' 

, 
-3,7

' 
n 

liS ,antastic 
W

I lin t e tw
o· Im

enslonal )Ian 
I' 

I 
' 

Ii 111111111111'1' prl'viously Ihrealened b 
d ' I '" 

I, 
eo

 I' lotography, a 
11,,1111 tll'sirl', 

y 
eall IS slIbm

lliecilo Ihe reanim
ation 



The cinem
a offantastic coincidence is even m

ore obviously at w
ork in 

M
cdem

's next film
. Lovers of the Arctic Circle (1999). w

hose opening shot of 
.Ilrashed airplane in a blizzard is intercut w

ith its front page im
age in the 

",·w
spaper. read w

hile crossing the street by a w
om

an run dow
n in the 

p",cess by a passing bus. H
er long-separated lover (also her stepbrother) 

I II,I,es to her there. but only in tim
e for a last fantasized em

brace in the split-
Nl'lond of her death. The doom

ed nature of this reunion taps directly into the 
plill', incest m

otif, involving the first divorced (and then dead) m
other for 

w
i,,),,) all the hero's previous lovers have been a failed substitute. At the film

's 
1111 IIillg point. w

ith the hero both boy and m
an in the sam

e relived space. the 
IIdlill son returns hom

e to retrieve his cam
era and finds his m

other's corpse 
1IIIIId Ihe Ay-infested debris of her kitchen. In a double w

rench of separation, 
.II>solute loss is backdated to a foundational lack that is m

arked by a 
1"1'11.11 m

atch-cut from
 this scene of adult traum

a back to his form
er boyhood 

I ,'pili'" oflhe m
other's living im

age (Figures 38-39): the taking of that very 
jlillIllIW

"ph w
h

ich the son keeps by his bedside during his subsequenl sexual 

Figures 38-39 
Film

 stills, Lovers of the Arctic 
Circle, Julio M

edem
, 1999. 



,lflle 

affairs. By the logic of the perform
ative index. this photograph inscribes his 

m
ourning for him

self. once present to her. "s m
uch as for her w

ho w
as once 

there for him
. W

hen tbe film
 returns in its closing m

om
ents to the reAection 

of the hero in his lover's dead eye (Figure 40), follow
ed again by the dow

ned 
plane. we realize that the w

hole narrative m
ay have transpired in Aashback 

from
 the m

om
ent of death -

and of his de<lth as m
uch as hers, perhaps, since 

he w
as piloting the dow

ned plane. For in that lingeringly held im
age of 

reA
ected self in the death stare, w

hat gets locked into place is the life-denying 
need to find your adult identity m

irrored in the eye of the m
aternalized 

f em
ale other. Tom

 G
unning's interest in the nineteenth-century idea that a 

m
urderer's quasi-photochem

ical im
age is left as so-called 'optogram

m
e' on 

the victim
's eye finds a real-tim

e but still fixed, suicidally transfixed, 
equ ivalent in this Liebestod variant." 

In its m
aternal overtones. the m

om
ent is alm

ost pure Proust. Raoul 
Ruiz's im

pure version of actual Proust, Le Tem
ps Retrouve (1999), begins 

in the first scene w
ith the slightest anim

ation of fam
ily photographs in the 

palsied hand. and under the shaking m
agni fying glass, of M

arcel's optically-
aided revery -

one aftcr the other dow
n through the generations, including 

'M
am

a', until the arrival at 'et m
oi'. his ow

n photo as a boy (Figures 41'42). 
From

 this all but inert photographic m
arvel of a retrieved past, the first 

Aashback sequence carries us to a PO
V

 shot of the young hero looking 
through the view

finders of a portable stereopticon at a felled W
W

I cavalry 
horse, an im

age w
hose uncanny depth shifts into sudden cinem

atic m
otion. 

O
ptical gadgetry is here displaced from

 the slight parallax of paired stereo-
graphic fram

es to the continuous anim
ating disjunction of the serial strip, 

one photogram
 after another -

and all this w
itbin the aura of the past refound 

as spectacle, its im
age trove retrieved at cinem

atic speed. 
In recent H

ollyw
ood film

. by contrast. optical tam
pering is m

orc likely to be 
them

atized as violence than as nostalgia. Though no photograph m
isrepresents 

or betrays the relation of the unnam
ed narrator to his violent sexual double 

ill Fight Club (Fincher, 1999), it turns out that the latter, Tyler D
urden, w

orks 
lIights as a m

ovie projectionist. W
hen w

e see him
 splicing porno footage into 

fam
ily film

s, fram
e by photographic fram

e, w
e are thereby rem

inded of his 
('"rlier irruption into film

ic presence -
even before his entrance into plot. For 

his ow
n as yet unidentified im

age w
as at several points spliced into narrative 

hy Rash inserts -
as if they w

ere the extruded unconscious of the film
's ow

n 
sl ructure. A

gainst the insurgent undertext of projected film
ic reality, the 

lIorm
ally sufficient labour of seam

less continuity -
nam

ely realist cinem
a -

IS Ihe only true defence. Film
 keeps a lid on the fixated fetish of desire, 

here "s the detached photogram
 or tw

o of specular objeclhood. 

16 Tom
 G

unning, 'iracing the 
IndiVidual Body: Photography, 
D

etectIVes, and Early C
inem

a', 
in (m

em
o alld the Illven/ion of 

M
odem

 Life, ed 
Leo C

harney 
and V

anessa R
 Schw<lrtz, 

U
nivelslty ofC

alifofnld 
Press, Berkeley, '995, P·)l· 



19· 

". 
11,/0

0
1. 

A
nother recent film

 of the HoU
yw

ood fantastic, The Sixth Sense 
(Shyam

alan, '999). builds tow
ard its delayed tw

ist in the plot -
w

here the 
hero him

self is reve aled as a ghost through the extrasensory perception of 
his young patient -

by tum
ing at one point on the fantastic am

bivalence of 
photography. Looking at a waJJ of her child's photos, his m

other notices for the 
first tim

e that each im
age is streaked by a flare oflight near the boy's head -

alm
ost like a re flective glare on the lens, but hovering in free space (Figure 43). 

A
 three-dim

ensional flaw
, a ghost, an aura. By som

e unexplained transference, 
the child's extrasensory vision thus seem

s displaced onto photography's ow
n 

al ert view
er. The delayed shock of photographic recognition is even m

ore 
extrem

e in a sim
ilar narrative tw

ist of The O
thers (A

lm
ena bar, 200r). The 

in fanticidal heroine dead from
 suicide (w

e discover only in the penultim
ate 

scene ), w
ho lingers on in a house she thinks haunted, com

es upon a book of 
nineteenth century m

em
orial photographs: the dead artificially posed as the 

living to preserve their souls (Figure 44). W
orse, she later discovers that the 

three fam
ily serva nts she has hired have been the subjects of sim

ilar m
ortuary 

im
ages (Figure 45). It is as if photography, in its evolved form

 as film
, has 

indeed perform
ed its supernatural m

agic by keeping these subservient figures 
in artificial anim

ation before our ow
n eyes as w

ell as hers_ Either as part of the 
protracted agony of her suicidal recognition or in the purgatory of postponed 
"cceptance to w

hich she is consigned, photography m
easures the past that w

ill 
1I0t depart, the past turned ghostly. In the process, and by extrapolation from

 it, 
film

ic duration -
projected as cinem

atic m
irage -

becom
es an encom

passing 
rigure for the lingering tim

e betw
een the then and the eventual: a lim

bo of 
r'1I1tastic m

aterializaton. 
I n the recent convolutions of such H

ollyw
ood film

m
aking, not know

ing 
Iklt you are dead is only the obverse of not know

ing, or failing to accept, that 
you have never been alive. Neo in the M

atrix trilogy m
ust fight back this 

doubt about his ow
n existence, just in case it really is his. The spectator is 

'!sked to share his doubts. By contrast, the robot hero of A
.I. Artificial 

IlI/clligence (Spielberg, 2001) is know
n all along, at least by us, to be w

ired 
1.llher than nerved w

ith desire, sheathed in unchanging plastic rather than 
Ilvsh. Like a free-standing photograph. H

e is in fact m
odelJed, w

e discover 
h:Iif'way through, on the serial photos of the engineer's dead son (Figure 46), 
II,,· 1I10st recent translated into a fixed posthum

ous replica engineered from
 

II,,· i Ilside out. V
irtual feelings in a virtual body: another version of a m

ore 
1"'1 vasive digital paranoia that is backdated here to earlier anxieties ahout 
",holics and cybernetic sim

ulation. 
I.ife converted to im

ages in the m
om

ent of its canceliation, and either 
1'"'Sl'I'Vcci Ihere <lrtincialiy (as in A. I. ArtificiallnteUigellce) or surrendered 



. . 
The hero of Vanilla Sky 

under duress, is a fam
lhar contem

porary trope. 
.' 

. 
h 

h d 
(Crow

e, 2
0

0
1) is eventuaU

y disclosed as a post-su.ICldal sublec: w
 

the 
contracted for eventual resuscitation by evolvtng D

NA techno ogy: 
. tual reality that has been electronically im

planted in the m
eantIm

e 
em

pty, the hero takes the leap of faith
' into anon-program

m
e 

. 
. 

um
 in 

from
 a skyscraper, his elapsed m

em
ones are spun past tn a 

deliberately m
etafilm

ic) strip of photographs 
t 

excer ts recapitulating his ow
n life and that of the m

edIa century.. 
IS pas 

p b 
'dl 

that the difference betw
een still and m

ovll1g Im
age IS 

sw
eeps 

y so rapl 
y 

hile the w
hole m

ontage closes in and dow
n 

reduced alm
ost to zero -

even w
 

'
.
 

on the hom
e-m

ovie footage of an artificially im
planted Proustlan recovelY

 
w

here m
other and son can be reunited at last (FIgure 47)· 

. 
This m

om
ent is prototypical. I n the new

 ontologICal dystoplas of 
. 

H
ollyw

ood narrative, screen lives are over w
ithout havll1g really been hved. 

D
igital heroes. ghos tly scapegoats, 

even 
sim

ulations, the suspended anrm
atlon 0 

h esrre. 
out The latest stage 

w
hile its rem

aining options w
ould seem

 to 
e t tnnrng 

. 

in H
ollyw

ood's ontological fantasy, parallel to the digital gothic of virtual 
agency, is a film

, Identity (M
angold, 2

0
0

3), that goes so far as to reveal all its 
characters as unam

biguous (if long m
asked) projections of a psychotic central 

figure, an 'inner child' long ago abandoned by his m
other. A

s each facet 
of a m

ultiple personality disorder is 'folded in
' -

in other w
ords, brutally 

m
urdered at the plot level-

one am
ong the splinter selves, a supposed police 

detective, takes forensic photographs w
ith an off-the-rack cam

era as disposable 
as the disappearing bodies turn out to be. The im

ages go undeveloped, 
perhaps because the radical apparitions of psychosis have no use for the 
evidentiary tem

porality of the fixed im
age in this fantastic plot. There is no 

tim
e to be struck still in the present, violently or otherw

ise, since the entire 
film

 is m
erely the haU

uncinatory replay of past m
ayhem

. 

By contrast, another recent film
, also centered upon childhood traum

a 
.IIld its w

arping after-effects, turns specifically on the fantastic of photography 
Itself: nam

ely, its pow
er to dissim

ulate one past in order to repress another, 
III still tim

e and its ghosts at once. The protagonist of O
ne-H

o"r Photo 
(llnl11anek, 2

0
0

2
) -

reduced in the end to a dissolving trace on the fram
e 

sl ri p. follow
ed by a fixed but fantastized still -

is a superstore clerk w
ho has 

II "Idc illegal duplicates ofa fam
ily's snapshots over the years and covered his 

w.dls w
ith them

. filling his underfurnished life w
ith surrogate fam

ily pictures 
("'>:III'C 48). A

fter the police later discover he has scratched out the face of the 
I.lliter in every one of his hundreds of photos (Figure 49). w

e are led with 
11,,'111

10 sLlspect at the clim
ax that he is about to take snuff pictures of the 

I I tt':tl illg husband and his m
istress after cornering them

 injlagral1te at 

Figure 48 
Film

 still. O
ne-H

our Photo. 
M

ark Rom
anek. 2

0
0

2. 



w
in, 

. 
Ion 

a 
0 have forgotten that the film

 is a 
knifepO

int. By now
, w

e m
ay 

g 
g 

"
t ted by a question about w

hat 
flashback from

 police 
preClpl a 

k d th 
hoto developer s rage. 

has pro vo e 
e p 

-
have forgotten IS the transition from

 
W

hat w
e are m

ore likel Yh 
ck begInrung' answ

ered to by the 
shot· anot er 

n 
b 

credits to opening 
. 

hlsto 
of still-im

age technology, w
e 

egIn 
M

noum
ent As If replaYIng the 

ry 
th 

film
 roll exposed credit 

w
ith the title sequence laterally s dcrolhnflg pasatmonera eFrom

 
w

e jum
p to 

d -
f f; 

m
 IOSI e a re ex c 

_ 
by arrow

ed cre It as I 
ro 

hot of the protagonist. Into 
th 

t of piecIng-out a m
ug s 

. 
a digital cam

era In 
e ac 

. 
h 

tually disappears altogether, via 
f 

d 
duphcatlOn 

e even 
such a zone 0 

secon ary 
P 

II's T 60 Peeping Tom
, w

here a 
the film

's actlV
ated intertext, M

ichael 
has turned the adult son 

father's continual film
ed 

update of thIs them
 

10 to a voyeur and sexual psychop
. 

t to have been subJected to, and 
. 

f 0 
H

our Photo turns ou 
tho 

the proagonlst 0 
ne 

. 
h' 

hotography. I t is for 
IS 

obJectified by, his father's expliCItly pornograp IC p 
ate as a kind of catharsis 

h 
II 

bsequent Im
ages oper 

reason, w
e s urm

ise, t at a 
su 

t 
d subl'ect w

ithin the telltale 
If b 

s refram
ed as a cap ure 

k 
until he him

se 
ecom

e 
fthe pohce m

terrogatlO
n tan 

h t 
aphlc) dim

enSIO
ns 0 

rectangular (I e., p oogr 
d 

I b 
the im

agined insertIO
n of 

(Figllle 50). From
 there he IS release 

onk y
) 

snapshot that fades slow
ly 

h 
(thiS tim

e unta en 
I, 

hllllself Into yet anot er. 
t 

C'ntasy IS transacted across the 
I 

k 
1h

" h
sllU

ln 
0

", 
to a final b ac 

screen. 
.
•
.
.
.
.
.
 

.tn 
Itself. For the transitional 

I d 
n.llldllVeS 

p 
I 

rCVCJ e 
(

" 
, iii IJl'Iw

('(,1I psych
o

tiC
 ;:tnd avu

n
cu a

r 
chssolve is so slow

 Ili.illl" '11 
'

I 
nn orlhal sheel dlrrelence, 

is 111:lllIll'Ht O
il N(lt'l'lIllllll 

0 

usually invisible as such, w
hich is the secret m

otor not only of all shot or 
scene change but of all im

age flow
 on screen. M

etz's ultim
ate proposition _ 

all m
ontage as trucage -

has seldom
 been m

ore eerily evoked. Furtherm
ore, in 

Ihe break from
 sutured into purely hallucinatory space, the collapse ofselr 

into its double could hardly be m
ore sharply focused around the very logic of 

'projection
'in the psychoanalytic sense: the fantasy of self projected into an 

ilillsory group im
age (Figure 51)-O

ne H
our Photo ends in w

hat one tends to 
("II a W

ish-fulfillm
ent fantasy, m

aterialized by a trope of the m
edium

 itself 
!'he m

an for w
hom

 tim
e bears alw

ays the pressure of intolerable m
em

ory is 
,lSsuaged by absolute stasis, how

ever unreal. 

M
ore often oflate, at least in H

ollyw
ood's ontological gothic, the unreality 

IS pervasive and entirely unwilled, im
posed upon a protagonist in the form

 of 
IllS O

r her very negation. A
 recent essay, wishing to recuperate a w

ide array of 
11,,'se film

s in the m
odes ofhalJucinatory and digital illusion alike, to rescue 

II,,·.., for ethical w
eight, identifies their shared prem

ise as that of a 
',I'pstream

 reality.' 17 B
ut besides the content of such m

onitory fables, m
y 

IltJllI1 is that both the structure of fantasy as genre and the m
anipulation of 

11"'11 im
age as m

edium
 can m

ark ethical param
eters as w

ell-
or their 

1,"I"il. The continuous equivocation of the real, even w
hen it keeps view

ers 
1111 "dge, can blunt their sense of consequence. In the grips of the im

m
aterial, 

IIl1lhing finally m
atters. If the character w

e took to be a hero is only an 
"
' oIf!I,ary figm

ent or a dream
 double Or a ghost, w

e leave the theatre w
ith a 

I "II"ill illdifference, absolved of identificalion, of credence. W
e accede to the 

111111',.1. w
hich is ill its Own W

;Jy a highly polilical acl. In evalualing the cultural 

Figures 50 
Film

 stit!, O
ne-H

our Photo, 
M

ark Rom
anek, 2002. 

17 See N
 Katherine Hdles. 

.Ind NILhol.l<; Cessl(,l. 'The 
SlllJStleM

l'l or 
Realities: 

Un .. tdnlf' O
n

tologie .. and 
Senllotfr M
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 'Tilt 

Tllil/enlll, Floor, Dark CIty. 
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It(llo, 

. 
one m

ust look past cinem
atic content to a 

valence of the fantastIC, then, 
. 

fa given plot as an axiom
 of 

nfigure the prem
ise 0 

h 
film

ic form
 that m

ay recO 
h 

film
ic substrate can in this w

ay locate t e 
the cinem

atic m
edium

 Itself. T
f el 

. tu.l presence im
plem

ented by screen 
d d 

t ' l"pstream
'o nat Vir 

a 
. 

A
 d

't 
true an 

eepes 
s I 

. 
1 

1 g of all fantastic illusIOn. 
n 

1 
tl 

f 
us m

echam
ca ana 0 

m
ediation: 

le con IIlUO 
. l' 

. 
of the film

 itself. Such screen 
d 

d 
by the m

atena lrom
es 

d 
. 

can be m
a e to 

0 so 
. 

d'tion as a fantastic 
eVlance, 

o 
1 t their ow

n norm
ative con 

1 
. h 

narratives olten rep 0 
1 

. 
1 

m
esis Photography vam

s es 
the m

edium
 reasserting itself as onto oglCa ne 

;rition. 
. 

fil
' 

h 
t as cm

em
a. m

ontage as app 
. 

into ItS ow
n 

m
lC g os 

1 
. 

fantastic in its ow
n nght. In 

But this is partly because photogra Pb ly 
photography is, as noted, 

picturing that w
om

an there, from
 w

ay 
ac. 

'
perceptual future across 

the m
om

ent of her transcribed past becom
m

g m
y 

ted for capture. D
uration 

. 
f tim

e present om
e presen 

'1 
the indexical insterstrce 0 

. 
l' 

d 
t 

'ts afterm
ath as object. FI In 

d 
·th· 

th 
'm

age and dlsp ace 
on 0 I 

. 
I 

is canceUe 
W

l 
ln 

e
' 

. . 
d

atio
n

 itself as visual object. 
I 

then redoubles this function by glvm
g US 

ur
. 

f 
of the photogram

 Ihal 
. 

fi 
d b 

that contllluO
U

S ream
m

a Ion 
I 

offers and IS de ne 
y, 

th 
t 

I vanishing and eventuat 0
11 

, 
. 

I 
tl 

erasure 
e m

u ua 
takes the form

 of ,ts re en 
ess 

S '11 'd fm
e is recirculated as tim

e still: th\' 
. 

. 
th 

ode of m
otIO

n. 
tr e 

I 
. 

k 
' 

of Im
age In 

e
m

. 
ential registration. A

ll cm
em

a 
now

S 
tim

e of spectacle rather tl,an ltS 
't rather than just depending on Ii 

Ihis. Certain film
s find a use for s 

I h is a second-order recognition 
In Ihe presenl context, w

hal com
es 

I 
doing Over and above th

' 
11 

k
' 

to plot 'IS lis nn.' un 
. 

Ihal is often roulee 
)aC

 
III 

..
'
 I' 

'. 
. find in cinem

a the 
I 

inherent unG
Innin

es:-; ur photograph
y. I 

IS, w
e 

ol'lhe slill illlaw
·· 

Exam
ples of this recognition m

obilized by plot keep com
ing, one after 

another, in H
ollyw

ood's current retoolings of the virtual. Even turning the 
paradigm

 of virtuality on end does not necessarily dislodge its strangehold 
on the film

ic stratum
 of cinem

atic effect. In Eternal. Sunshine of the Spotless 
M

ind (Condry, 2004), once again a trick beginning colludes w
ith a tw

ist 
ending (here film

ically identical) even w
hile corkscrew

ing round to 
underm

ine the plot's ow
n prem

ise. The narrative leads off, m
isleadingly 

enough, W
itll the hero w

aking to a chance encounter w
ith the w

om
an w

ho 
w

ill becom
e his lover -

only for both of them
, once the affair has gone bad, 

to contract w
ith Lacuna C

orporation for selective 'brain dam
age' to rem

ove 
the 'm

ap' (the graphically figured traces) of each other from
 their m

em
ories. 

A
s soon as aU

 photographs of the form
er lovers have been confiscated, 

according to contract, along with other tangible m
em

orabilia, their brains 
can tllen be electronically burned clean. Rather than being em

balm
ed by 

photography, erotic tim
e m

ust here be crem
ated by a m

ore advanced 
tecllllolo gy. But w

hen tllat initial w
aking sequence is replayed in the 

penultim
ate scene. using the device of exactly repeated film

 footage, w
e 

realize that, the first tim
e around, that scene had in fact been som

etlling like 
a proleptic flash forw

ard to the couple's accidental second, ratller than first, 
m

eeting, taking place now
 on the m

orning after tlle hero's electronic surgery. 
C

utting tllrough these com
plications, the tllem

e of digital erasure is 
o nly a dystopian obverse of that digital fabrication explored in other recent 
Ilim

s. In the ethics of the dystopian virtual, tlle real m
ust be valorized, in 

Ihis case sexuaU
y em

braced, even if only after tlle fact. W
hich is w

hy Lhe 
IInconscious of the couple resists their deliberate decision to forget. 
Electronic trucage dogs at their heels as they try desperately to sequester 
som

e pJeasant m
em

ory beyond tlle reach of surveillance and effacem
ent -

w
ith one w

hole m
ise en scene after another being eaten aw

ay in sequence by 
digital negations. O

nly the film
ic, rather than the electronic, could finally 

,orne to their rescue, if ol1ly am
biguously. O

n view
 in tl,e very last shot of 

/:J.'rl'lal Sunshine is perhaps, along w
itll the final lap dissolve of O

ne H
our 

/'/10/0. the clearest divulgence of a film
ic photogram

m
ar in recent cinem

a. 
A, the hero and heroine flee into the distance ofa snow

y landscape, a 
tw%

ld loop begins, taking its slipping hold on the im
age plane. Such 

LdlO
rJtory produced repetition offers a quintessential film

ic disclosure from
 

W
ithin cinem

a (at least from
 Soviet m

ontage dow
n to just before the era of 

dll:,I:d im
aging): an unevadable confession of tlle reprinted photogram

m
atic 

I h.,ill. W
hat its overt m

anipulation serves to im
age in this case, w

hether as 
J"dlilcination or m

etaphor or both, is the couple's urge to start out-and up -



--
-
-
-
-

all over again, and then again, in their w
illed escape. Yet this figuring of 

revived desire appears in a film
ic m

anifestation so dubious that a potential 
trope of renew

al, at the level of cinem
atic rhetoric, gets throw

n back into plot 
as m

ore like another psychic recursion. A
s if violating Lacuna C

orporation's 
first contractual stipulation to surrender all photographs, this last staggered 
thrust of desire seem

s unw
illing, after all, to forego entirely the photographic 

index of suspended tim
e. I nstead, it holds m

otion itself to sheer repetition -
at least until it fades to the pure w

hite field not of snow but of projected light, 

unim
peded by im

print. (Figures 52-53) 
This last brazen trLlcage allow

s the film
's closing artifice of editing to 

resist, or at least postpone, the norm
al m

ode of film
ic erasure and its fading 

traces. The resulting, snagged im
age hovers som

ew
here betw

een the serial 
photographs that cannot finally still tim

e and the speeding track that cannot 
really m

um
m

ify its change in passing. In the plot-long effect of m
em

ory's 
over lay on duration, then, editing in Bem

al Sultshilt. tacitly participates in 
the life_is_like-a-m

ovie trope fam
iliar from

 m
ovies like Valtilla Sky, w

hich 
also closed w

ith the w
hiting-out (rather than blacking-out) of its hom

e-m
ovie 

footage. I n this latest fable of the digital unconscious, the vicious (or m
itigating) 

circle of the narrative's closing double loop offers a spliced succession 
running in place to now

here -
until the replayed grain of the snow

-hazed 
ligures fades further into the tabula rasa of the narrative's ultim

ate title shot, 
eternal only because changeless in its recurrence. Bleachiog out the w

hole 
screen is a linal effacing brightness that figures the 'spotless' plane of an 
entirely screened m

em
ory on the disappearing strip, safely invisible at last. 

H
ere, then, is a case of fram

eld tim
e stripped of all im

age: the photogram
 

overexposed in every sense. 
A

nd here is w
here all illqlliry illio screen genre can penetrate and rethink 

1111" plicllurll (,lIolov,y vI {",Ill,', "W
lI ""'di'"'' 

or w
here, in other words, the 

forked paths of fantastic plotting m
a 

It' 
m

ystique of photographic prese 
T Y

 h U
 

Im
ately converge upon the tem

poral 
nce. 

at converge 
k 

process located alw
ays one I 

I d 
nce, we 

now
, points to a 

. 
eve 

ow
n back b D

 
endtng that rounds back on fil' 

' 
'. e ore -

or betw
een. The tw

ist 
becom

e alm
ost a new

 sc 
mhs ow

n plastIC basis in serial im
print has 

reen arc etype ta 
. 

th 
unconscious of the m

ult'-f 
d 

. 
: 

ppIng 
e collective and accretive 

I ram
e 

StrIp Itself B £ 
hi

' 
com

e-true as a fantastic photo ra h th 
.. e ore ac 

evm
g his dream

-
pass, by lap dissolve. 

;he e 
victim

 of O
lte H

OLlr Photo 
real Im

age as a file of h t 
p antasm

al abdICatIO
n of his ow

n 
b 

p 
0 ogram

s. The frequ 
t 

d" 
y film

, even w
ithin a partly digitalized cioem

: n rem
e JatIOn of photography 

from
 one sense of fram

e to the 
th 

f 
' reverts at such m

om
ents 

't 
If c

o
er, rom

 screen to . 
. 

c 
. 

I se 
lrom

 projected rectangle t
'
 

Im
prm

t. ,0ldIng back on 
o rotary tncrem

ent H
 

narratology of m
utually excl

' 
I 

. 
ere too, then, is w

here a 
uSlve exp anato 

ti 
w

hat [ w
ould want to call 

ry op ons (Todorov) closes upon 
a narratography of' 

.
.
'
 

the sim
ultaneous slippage and 

. 
f' 

Inscnptlve Intervals: attending to 
im

ages on SCfeen. No contestin ggftlhPeO Im
prthnt tnfi the illusory play of m

oving 
.
.
 

sense t at 
1m

' 
.
.
 

proJected aclton is' nor that l'tS 
II tl 

d 
\C

 successIon IS w
here the 

I 
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ce 
l ar a vance' 

I 
I 
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 by photogram

 Th t 
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IS regu ar y m
asked as such 

. 
a m

u 
IS ap 

. 
. 

' 
sam

e tim
e, though and oft 

. 
I 

. parent, even if tnvisible. At the 
, 

en tn eague W
Ith th 

h 
. 

foregrounded ph o
to

g
ra

p
h

s' 
e t em

atlc overload of 

f 
' certatn screen plots d 

h 
o ocular response w

here th 
b 

d 
. 

rop us t rough to a stratum
 

. . 
e 

are 
unreality of th t 

. 
appa rItIOn, m

ay be brought to view. 
a actIon, that fantastic 



The Possessive Spectator 
Laura M

ulvey 

A
s the cinem

atic experience is so ephem
eral, it has alw

ays been difficult to 
hold on to its precious m

om
ents, im

ages and m
ost particularly, its idols. In 

response to this problem
, the film

 industry produced, from
 the very earliest 

m
om

ents of fandom
, a panoply of still im

ages that could supplem
ent the 

m
ovie itself: production stills, posters, and above all, pin-ups. A

U
 these 

secondary im
ages are designed to give the film

 fan the illusion of possession, 
m

aking a b ridge betw
een the irretrievable spectacle and the individual's 

im
agination. O

therw
ise, the desire to possess and hold the elusive im

age led to 
repeated view

ing, a return to the cinem
a to w

atch the sam
e film

 over and over 
again that echoes Freud's com

m
ent on children's pleasure in repetition, for 

instance, of play or of stories. W
ith electronic or digital view

ing, the nature 
of cinem

atic repetition com
pulsion c.hanges. A

s the film
 is delayed and thus 

fragm
ented from

 linear narrative into favourite m
om

ents or scenes, the 
spectator is able to hold on to, to possess, the previously elusive im

age. I n this 
delayed cinem

a the spectator finds a heightened relation to the hum
an body, 

.llId particularly that of the stars. H
alting the flow

 of film
 extracts the im

age 
01 the star easily from

 its narrative surroundings for the kind of extended 
\ olltem

plation that had only been previously possible w
ith film

 stills. From
 

.1 theoretical point of view
, this new

 stillness exaggerates the star's iconicity. 
The im

age of a star is, in the first instance, an indexical sign like any other 
I'llotographic im

age and an iconic sign like any other representational im
age. 

It IS
 also an elaborate icon, w

ith an am
bivalent existence both inside and 

olllSide fictional perform
ance. The term

 'icon', in this context, goes beyond 
II,,· sign of sim

ilarity in C.S. Pierce's sem
iotics to the sym

bolic processes of 
Jtlillography and the iconophilia fundam

ental to the w
ay H

ollyw
ood, and 

1111 "'r m
ass cinem

as, w
orked and w

ork in their generation of star im
ages. 

IIii' cinem
a harnessed the hum

an figure into the im
aginary w

orlds of fiction, 
11111 II,,· film

 industry w
ent m

uch further, hanging its fictions onto a highly 
wi II/l'd star system

. C
reating a star m

eant creating a nam
e, som

etim
es 

IIII'Lillya studio rebaptism
 as caricatured in A Star is Born (G

eorge C
uckor, 

111"'11.1,"1 alw
ays one that could be recognised and nam

ed. The star's 
",,"I.i1.ility· introduces the third. sym

bolic. dim
ension of Pierce's trichotom

y 



of signs. The sym
bol is interpreted by the hum

an m
ind and out of pre· 

existing cultural, rule-given, know
ledge so that the instant recognisability of 

A
m

itab B
achchan and Sean C

onnery, for instance, or Ingrid Bergm
an and 

N
argis, w

ould necessarily vary according to their surrounding film
 cultures. 

In this sense, the star is recognised and nam
ed w

ithin his or her spread of 
fandom

, just as a C
hristian saint w

ould be recognised and nam
ed w

ithin the 
spread of religious art. 

W
hen a film

 industry stream
lines the star system

, they w
ork hard to 

create instantly recognizable, iconic screen actors w
hose highly stylized 

perform
ance w

ould be enhanced by an equally highly stylized, star focused, 
cinem

a. Star perform
ance is, not inevitably but very often, the source of 

screen m
ovem

ent, concentrating the spectator's eye, localizing the develop-
m

ent of the story and providing its latent energy. But the great achievem
ent 

of star perform
ance is an ability to m

aintain, in balance, a fundam
ental 

contradiction: the fusion of energy w
ith a stillness of display. H

ow
ever 

energetic the star's m
ovem

ent m
ight seem

 to be, behind it lies an intensely 
controlled stillness and an ability to pose for the cam

era. Rem
iniscent, 

figuratively, of the w
ay that the illusion of m

ovem
ent is derived from

 still 
fram

es, so star perform
ance depends on pose, m

om
ents of alm

ost invisible 
stillness, in w

hich the body is displayed for the spectator's visual pleasure 
through the m

ediation of the cam
era. In W

hat Price H
ollywood (G

eorge 
Cukor, 1932), C

onstance Bennett, as an aspiring actress, dem
onstrates the 

process of learning screen 'stillness'. A
fter she fails her first screen test due 

to an over eager, speedy perform
ance, she gradually internalizes the director's 

instructions on the stairs of her apartm
ent building, and trains herself to 

w
alk w

ith slow
 -

alm
ost slow

 m
otion -

precision dow
n the steps tow

ards a 
final pose and a lazily delivered line. Fem

ale screen perform
ance has alw

ays, 
quite overtly, included this kind of exhibitionist display. But the delayed 
cinem

a reveals that w
hilst the stillness and pose of a m

ale star m
ight be m

ore 
m

asked it is nonetheless an essential attribute of his screen perform
ance. 

Roland Barthes' preference for the photograph over film
 lies includes hiH

 
aesthetic pleasure in pose: 

W
hat founds the nature of Photography is the pose ... looking at a photograpll 

I inevil.ably include in m
y scrutiny the thought of that instant, however hi'll:!, 

ill which a real thing happened to be m
otionless inFont of the eye. / projc I 

Ihis present pholograplt's im
m

obility upon Ihe past shol., and it is this 'H'm
l 

t1wt constil.ul.e.' I.he pose. Tl,is explains IVI'IY I.he Photograph's noem
e 

deleriaral.", IVI"", 1.I,is pholograpll is (llIilll(lled Dlld becom
es cinem(l: ill Illf 

1'llOlogI"<I1'11 SOll"'II,illg I"" /1O,,.d illji'olll of II Ie lilly hole IIl1d lia
S ren'lnillrti 

there for ever ... but in the cinem
a, som

ething has passed in Font of this sam
e 

tiny hole: the pose is swept away and denied by the continuous series of im
ages.' 

The delayed CInem
a reveals the significance of the pose even w

hen the 
'som

ething has passed by'. The halted fram
e, tlle arrest, discovers the 

m
om

ent of im
m

obility that belongs to the fram
e and allow

s the tim
e for 

contem
plation that takes the im

age back to the brief instant that recorded the 
'real thing'. A

s the apparatus asserts its presence and the original indexicality 
of ItS Im

ages, the pose is no longer 'sw
ept aw

ay and denied' but m
ay rather 

be enhanced by the perform
ance of stardom

. Pose allow
s tim

e for the cinem
a 

to denaturalize tl1e hum
an body. W

hile alw
ays rem

aining 'the real thing', 
the ICOIllC figure of the star is alw

ays on display, a vehicle for tl1e aesthetic 
attributes of cinem

a, a focus for U
ght and shade, fram

ing and cam
era 

m
ovem

ent. The close-up has alw
ays provided a m

echanism
 of delay, slow

ing 
cm

em
a dow

n m
to contem

plation of the hum
an face, allow

ing for a m
om

ent 
of possession in w

hich the im
age is extracted, w

hatever the narrative 
rationalisation m

ay be, from
 the Row of a story. Furtherm

ore, tl1e close-up 
necessarily lim

its m
ovem

ent, not only due to tl1e constricted space of the 
rram

ing but also due to the privileged lighting w
ith w

him
 the star's face is 

IIsually enhanced. M
ary A

nn D
oane has pointed out that the close-up is a key 

Ilgure for photogenie, tl1e ecstatic contem
plation of cinem

a in its uniqueness, 
'"Id that the desire for the close-up has traditionally been m

arked by a 
rejection of narrative's diachronic structure in favour of the synchronic 
'"om

ent itself. The close-up is tl1us treated: 
... as stasis, as a resistance to narrative linearity, as a vertical gateway to an 

irrecoverable depth behind the im
age. The discourse seem

s to exem
plifY 

a des"e to stop the film
, to grab hold of som

ething that can be taken away, 
10 transfer the relentless tem

porality of the narrative's unfolding to a m
ore 

IIloltageable tem
porality of contem

plation' 
The star's visual apotl1eosis is no m

ore m
aterial than tl1e light and 

I,.,tlow
s that enhance it and the hum

an figure as fetish fuses w
ith the 

I 11I1'lIla as fetish w
hich further connects w

ith the fusion of fetishism
 and 

IIl'sll I('IICS that characterises photogenie. H
ere tl1e sym

bolic quality of film
 

1II'.,I"·IIC5, even 'the m
ore m

anageable tem
porality of contem

plation', leads 
lilW

,lI'ds ils eternal, unavoidable, shadow
, the psychodynam

ics of visual 
pll'.lSlIr". The extraordinary significance oftl1e hum

an figure in cinem
a, 

I I,,· SI"r. ils iconic sexuality, raises the question of how
 desire and pleasure are 

II' 11I1I.figured in delayed cinem
a, both as stillness w

ithin the m
oving im

age 
Ilitl W

IIIIII"I a changed pow
er relation of specta tors hip. 

III Vi"",l Pleasure and Norm
l.;ve C;I'lel'lw I argued that the cinem

a, as a 
1III'Ilillll' or speclacle, coded sexual differCllce in relation to the look w

hile 



111111.111 

also creating an aesthetic of extrem
e anthropom

orphism
, of fascination w

ith 
the hum

an face and hum
an body. This coding w

as particularly apparent en 
H

ollyw
ood film

s, so deeply invested in the cult of the star. The fem
ale star 

w
as, I argued, stream

lined as erotic spectacle w
hile the m

ale star's attributes 
of control and activity provided som

e com
pensation for his exposure as a 

potentially pass ive object of the spectator's look. The fem
ale figure's passivity 

and the m
ale drive of the narrative w

ere in tension and difficult to reconCile. 
As spectacular im

age, she tended to bring the story to a stop and capture the 
spectator's gaze in excess: 'The presence of w

om
an is an indispensable 

elem
ent of spectacle in norm

al narrative film
, yet her visual presence tends 

to w
ork against the developm

ent of the story line, to freeze the flow
 of actIO

n 
in m

om
ents of erotic contem

plation." 
W

atching H
oU

yw
ood film

s delayed both reinforces and breaks dow
n 

these oppositions. The narrative drive tends to w
eaken if the spectator is able 

to control its flow, to repeat and return to certain sequences w
hile sklppm

g 
others. The sm

ooth linearity and forw
ard m

ovem
ent of the story becom

es 
jagged and uneven, underm

ining the m
ale protagonist's com

m
and over the 

action. The process of identification, usually kept in place by the relatIOn 
betw

een plot and character, suspense and transcendence, loses its hold over 
the spectator. A

nd the loss of ego and self-consciousness that has been, for 
so long, one of the pleasures of the m

ovies gives w
ay to an alert scrutm

y 
and scanning of the screen, lying in w

ait, as it w
ere, to capture a favounte 

or hitherto unseen detail. W
ith the w

eakening of narrative and its effects, 
the aesthetic of the film

 begins to becom
e 'fem

inized' w
ith the shift in 

spectatorial pow
er relations dw

elling on pose, stillness, lighting and the 
choreography of character and cam

era. O
r, rather, w

ithin the term
s of the 

Visual Pleasure and Narrative Cinem
a m

odel, the aesthetic pleasure of delayed 
cinem

a m
oves tow

ards fetishistic scopophilia that, I suggested, characterized 
the film

s of Josef von Sternberg. These film
s, m

ost particularly the Dietrich 
cycle, elevate the spectator's look over that of the m

ale protagonist and 
privilege the beauty of the screen and m

ystery of situation over suspense, 
conflict or linear developm

ent. The 'fetishistic spectator' becom
es m

ore 
fascinated by im

age than plot, returning com
pulsively to privileged 

m
om

ents, investing em
otion and 'visual pleasure' in any slight gesture, a 

particular look or exchange taking place on the screen. A
bove all, as these 

privileged m
om

ents are paused or repeated, the cinem
a itself finds a new

. 
visibility that re nders them

 special, m
eaningful and pleasurable, once agalll 

confusing pir%
gelli,' all I fl"tislriSin. 

. 
. 

In tlris rccollfil4l1r'alioll 01 '1I"Iishisli( sl)l"(lalorsirrp·. the m
ale figure IS 

l'xlra Il'd 11'0111 dO
lllill:lliliH

 lilt' .!llfO
Il :llId 11Il'I'W

'S iliin the im
age. So doillH

· 

he, too, stops rather than forw
ards the narrative, inevitably becom

ing an 
overt object of the spectator's look, against w

hich he had hitherto been 
defended. Stripped of the pow

er to organize relations betw
een m

ovem
ent 

action and the drive of the plot, on w
hich the w

hole culture of cinem
a 

' 
categorized by Deleuze as the 'action im

age' depends, the m
ale star of a 

H
ollyw

ood film
 is exposed to the 'fem

inization' of the spectator's gaze. A
s a 

film
's m

asculinity has to risk the castrating effect of delay and fragm
entation, 

thiS form
 of spectatorship m

ay w
ork perversely against the grain of the film

 
but It IS also a process of discovery, a fetishistic form

 of textual analysis. 
W

hen narrative fragm
ents and its protagonists are transform

ed into still, 
posed, im

ages to w
hich m

ovem
ent can be restored, the rhythm

 of a m
ovie 

changes. The supposed law
s of sm

oothly distributed, linear cause and effect 
are of m

inor aesthetic im
portance com

pared to another kind of, m
ore 

tableau orientated, rhythm
. H

ow
ard H

aw
ks pointed out that a director 

tends to concentrate dram
a and spectacle into privileged scenes so the 

fragm
entation of narrative continuity m

ay also be the discovery of a pattern 
that had been clouded by identification, action or suspense. But the hum

an 
body is of the essence in 'fetishistic spectatorship'. Perform

ance and the 
precision of gesture take on an enhanced value not only on the part of the 
great stars but of secondary and character actors as w

ell. M
ovem

ent that 
looks natural, even chaotic, at the norm

al speed of film
 turns out to be as 

carefully choreographed as a ballet and equally punctuated w
ith pose. 

. 
In his video essay Negative Space, C

hris Petit com
m

ented on H
ollyw

ood 
crnem

a's intrinsic ability, at its best, to produce a kind of 'silent' cinem
a, a 

system
 of creating m

eaning and em
otion outside language itself. There are, 

Irc says: 'defining m
om

ents that stay in the m
ind long after the rest of the 

IIrovie has been forgotten.' H
e draw

s, particularly, on R
obert M

itchum
's 

J!,pslure and stance in O
ut of the Past, illustrating the w

ay that his figure is 
"lIhanced by film

 noir lighting and shadow. In D
on Siegel's The Big Steal 

(r,;)49) M
itchum

's first appearance illustrates both the im
portance of the 

pallsed m
om

ent in w
hich the star is introduced to the cam

era and the 
IIlIport'Ince of'm

asculinizing' that m
om

ent. W
illiam

 Bendix leads the film
 

Ilrrough its opening sequence, during w
hich he occasionally pauses, heavily 

Irl III profile so that his 'tough guy' im
age is reflected in his shadow

. A
s he 

It/rrsls open the door to M
itchum

's room
, the star sw

ings round to face the 
l.lIlI"ra, frozen for an extended m

om
ent in shock, and reflected in a 

h:r<kground m
irror. This is a m

om
ent of the star on display, as exhibitionist. 

11111 Ihe risk of fem
inizing the m

ale star as spectacle is neutralised by 
vrlll'·lIce. by the gun in Bendix's hand and his aggression. H

ow
ever, 

IllIrrrrglrorrl Ihe film
, Shols of M

ilchum
 recur in w

hich his m
ovem

ents are 
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sim
ilarly paused, overtly for narrative purposes but also producing a 

characteristic pose for the cam
era. Like personal objets trouv"s, such scenes 

can be played and replayed, on the threshold betw
een cinephilia and fandom

. 
But in the process of stilling a favourite figure, transform

m
g It m

to a pm
-up 

and then reanim
ating it back into m

ovem
ent, the spectator m

ay w
ell find, as 

in the case of The Big Steal that the rhythm
 is already inscribed into the style 

of the film
 itself. 

The fetishistic spectator controls the im
age to dissolve voyeurism

 and 
reconfigure the pow

er relation betw
een spectator, cam

era and screen,. m
ale 

and fem
ale. The question that then arises is w

hether these new
 practices of 

spectatorship have effectively erased the difficulty of sexual difference and 
the representation of gender in the cinem

a. W
hat m

ight the unconsclOUS 
investm

ent be in the spectator's control over the cinem
atic im

age? In VISual 
Pi.easure and Narrative Cinem

a I suggested that, as an active instinct, 
voyeurism

 found its narrative associate in sadism
. 'Sadism

 dem
ands a story, 

depends on m
aking som

ething happen, forcm
g a change m

 another 
a battle of w

ill and strength, victory Idefeat, all occurnng m
 hnear tim

e W
Ith 

a beginning and an end." 
This prem

ise w
as draw

n directly from
 Freud's

. 
equation of the active sexual instinct w

ith m
asculm

lty and Its oppoSIte W
ith 

fem
ininity. A

lthough it w
as key to his theory that the ll1stm

cts w
ere . 

reversible, H
ollyw

ood cinem
a, as I understood it, by and large, ll1scnbed the 

binary opposition quite literally into both narrative and the visual codes thai 
organized the spectator's visual pleasure. 

.
'
 

.. 
A

m
ong the m

any critiques of this hypothosls, an Im
portant corrective 1111 

been offered by analyses of cinem
a directed tow

ards a fem
ale audience. III 

her study of R
udolph V

alentino, M
iriam

 H
ansen analyses the am

bivalen
-c 

of his persona, w
hich, on the one hand, threatened conventional m

asculill Iy, 
on the other, had huge com

m
ercial advantages for an industry courting ;111 

im
portant fem

ale audience. V
alentino, as w

ell as other m
atinee idol type 

of the 19
2 0S, upsets m

y assum
ptions about the gendenng of VIsual pi 

H
ansen points out that, as a prim

ary object 
fora 

, 
audience, Valentino's persona incurs a system

atIC fem
ll1ll1lzatlO

n
, bill RIi, 

ultim
ately revises the unequivocal binarism

 of Freud's passive and;1 Ilv(' 
opposition. I n the process, she evolves a concept of fem

ale spectatol'shlp 111111 
is, in the first instance, specific to the V

alentino anom
aly, but also 111111101111110. 

theoretically the visual pleasures of delayed cinem
a. She begins by SlIllf\l'HIIIIII 

thai fem
ale vision benefils from

 being incom
plete, in contrast 10 Ilw

 'flOIlI 
orienlated discipline of Ihe one-eyed m

asculine look.'" Sim
ilarly: 

01'1 Ihe 'evd ojjiil-llic f'tW
 II( if.iI iO

l', 11'11' 
COIII'IO/.al,iorIS of Volelldtlo'. 

'/o-l)f'-/ooked
.OI,./Il'SS' 

llis O
IV

II g/(.H
ICI' j" 

j/s Vf:ry origill, 
h/lt! 

vulnerable. to the tem
ptations that jeopardize the sovereignty of the m

ale subject 
... The erotIc appeal of Valentino's gaze, staged as a look w

ithin the look is one 
of reciprocity and am

bivalence rather than m
astery and objectification." 

She goes on to analyse various points at w
hich the V

alentino m
ovies fail 

to conform
 to either narrative or visual norm

s oflater H
ollyw

ood, w
hile the 

presence of a strong fem
ale look w

ithin the diegesis grants legitim
acy to that 

of the fem
ale spectator. The unusual scopic attention invested in his star 

presence both on and off the screen is the initial source of this destablization. 
I n the absence of narrative suspense, activity, physical m

ovem
ent and gesture 

acqU
lre extra slgl1lficance, and 'closure tends to reside in sm

aller units 
cutting across visual and narrative registers'.' Finally, H

ansen points 
the 

sado-m
asochistic them

es assodated w
ith V

alentino, the 'interchangeability of 
Ihe sadIstic and m

asochistic positions w
ithin the diegesis ... the vulnerability 

V
alentm

o displays 111 hiS film
s, the traces offem

inine m
asochism

 in his 
persona' ,K w

hich indicate a deviance from
 the m

ale subject's sexual m
astery 

; l11d control of pleasure. 
. 

H
ansen's analysis prefigures, at m

any point s, the spectatorship of delayed 
11 nem

a, the w
eakening of narrative as w

ell as transferred attention to detail 
;1 nd gesture and finally the im

portance of star-presence for a sense of 
oscillation betw

een index and icon. V
alentino's persona, his fem

inization 
I,is association w

ith lesbians, his possible hom
osexuality, his foreignness: all 

"dd to the uncertainty of both types of signs. H
ow

ever, in relation to sadism
 

,IIld
 m

asochism
 the picture is, perhaps, rather different. W

ith the w
eakening 

"I character IdentrficatlO
n, the spectator's vicarious control over the plot is 

"'plclCed by another kind of pow
er as the spectator gains im

m
ediate control 

IIw
r the im

age. No longer the driving force of the m
ovie, the star succum

bs 
III slillness and repetition. The desire for possession, only previously realized 
,,"l.>lde the film

, in stills and pin-ups, can now
 be fulfilled not only in stillness 

1\1 II also 111 the repetition of m
ovem

ents, gestures, looks, actions. [n the process, 
II,.. "llIslon ofhfe, so essential to the cinem

a's reality effect, w
eakens and the 

"pp"raILis overtakes the figure's m
ovem

ents as they are inescapably repeated 
W

illi Iilechanical exactitude. The hum
an figure becom

es an extension of the 
111,1/ hille, conjuring up the pre-cinem

atic ghost of an autom
aton. 

Tllc. fragm
entation of narrative, the fetishization of the hum

an figure, the 
jl,lv"l'gl ng of certal11 sequences all return the question of sadism

 to Freud's 
IIIIIl"pl of repetition com

pulsion. Furtherm
ore, the psychic econom

y of 
MIIIlIsIli changes Il1 the context of Beyol1d the Pleasure Pril1cipie and Freud's 
1111,":'1'1 ",ilhe death instinct. As reler Brooks dem

onstrates so convincingly 
III 

l'II'IId s M
aster Plot', Ihe dealh inslincl, Ihe aim

 10 return 10 an inorganic, 
I III lit" slalc, struclures Ihe drive low

ards dealh in narralivc." Bul Frcud's 

6 Ibid, P.279. 

8 Ibid. p.287 

9 Peter Brooks, 'Freud's 
M

aster Plot" in Re(l(llIIgjor lite 
Plot. O

n/gil (llld IIl/w
IIO

II ill 
N

U
I/(/fIV

.·, VUlldl',('. N
ew

 YO
lk, 

IqX" 



I" 

... 
)(,o' 

d
lill 

.
'
 

ri inally aroused by the anom
alous 

interest in the death Itlstm
ct w

as 0 
g 

. 
thus seem

ingly to contradict 
om

 pulsion to repeat unpleasurable expenences, 
. 

c 
I 

'nciple in m
ental life. 

the dom
inance of the p easure pn 

h 
. 

f' 
stinct in Beyond the Pleasure 

Freud reconfigured his prevl0uS t eones 0 e
ltl m

ed into one betw
een the 

. 
h 

. 
s opposItIOns are translor 

PrincIple so t at prevlou 
.
'
 

I n another essay he sum
m

arizes 
life instincts (Eros) and the death Instm

cts. 

the 
has the task of m

aking the destroying instinct innocuOUS, ;nd Th 
'tf! lfiLLs that task by diverting that instinct to a great extent outwar s"'h 

e'll 
, 

u 
. 

th
' 

ti"ct for m
astery or t e W

I 
. stina is then caLLed a destructive instm

ct, 
e m

s . 
. 

,; h 
I 

:: power. A portio" of the insti"ct is placed directLy 
the 

oJ t e 
. 

t 
t part to play ThIS IS sa 

IS
m

 ploper. 
function where itltas an ,m

por a". 
f' . lence against the cohesion 

The possess ive spectator com
m

Its an act 0 
and the vision of its 

ora story, the aesthetic integnty thatdholds.'t tOtgect is expressed through thc 
ifically the sa 

IStIC tnS m
 

creator. But, m
ore sp

e
c
,
 

d 
ill to pow

er In the role 
. 

t t 
' 

desire for m
astery an 

w
 

. 
possessIve spec a or s 

d the diegetic look of the mal<-
reversal betw

een the look of the spectalltor an 
.f 1 b th on and off the scretll 

· 
th 

fi 
re that had been a 

pow
el u 

0 
protagom

st, 
e 

gu 
. 

I fon and possession Film
 perform

ance 
is now

 subordinated to rnam
puda I

. 
begin to 

m
echanical, 

. 
e 

d by repetitIon an 
actIons 

I 
IS translorm

e 
h 

. 
s take possession or 11C a 101 

· 
t 

T
he cinem

a's m
ec am

sm
 

com
pulSIve ges ures. 

d 
tu 

s becom
e those of autom

ala, 1111' 
th . 

. se repeate 
ges 

re 
or star and, as 

elf preCl 
, 

.' 
d d 

d 
ges w

ith the uncanny 
c
·
 

betw
een the hvm

g an 
ea 

m
er 

uncanny IUSIOn 
.
'
 

he hum
an body and the m

achillr. 
betw

een the organic and the m
orgam

c: t 
tal film

-m
aker inA

uenced I y 
· 

A
 

ld the V
,ennese expertrnen 

' 
I 

M
artm

 
rno 

, 
. 

f 
t 

fold H
ollyw

ood m
ovi s 11111, 

Ihe w
ork of Peter K

ubelka, re-edlts ragm
tenfseoU

uloid figures inlO
 ClliPIY 

tr 
form

s the m
ovem

en 0 c 
in the process, 

ans 
d 

In p,'e'ce touchee hc drawH 11111 
·th 

b
' 

. g en 
or purpose. 

' 
gest ures W

I 
no 

egm
n

tn
, 

. 
hi h 

n is w
aiting, by rep ',1111111 

, . 
tr 

ce into a room
, m

 w
 

c 
a w

om
a 

I 
a m

an s en 
an 

ff 
fA

' k 
film

s (See Figure 7), 11K I Ii' 
· 

. 
. m

ilar to the e 
ect 0 

IC er 
rram

es In senes Sl 
. 

the w
om

an looks lip 1'1'0111 III I 
h 

d 
over and over agam

, as 
m

an enters t e 
oor 

. 
I
f

' 
econds are 51,<'11111''\ 11111 

d 
In a coup eo

 sCleen s 
m

agazine, over an 
over a

g
a
, 

I 
h 

rthe repeated g'S
IIIlI' 

III ,1,,0 
· 

.
. At the sam

e tllne, the r lyt m
 0 

over m
ll1utes. 

r 
tom

-'I'1 T
hese CXIJ('IIIIII'III. 

h 
h

' 
I m

ovem
ents o

· au 
" , . 

. 
10 resem

ble t e m
ec anlca 

ld
' 

. nd its iconic IIgurl's, SlIill'II' 11111 
I 

I erability or 0 
Cinem

a a 
. 

I 
accenluale t le vu n

· 
.
' '. 

Ihe 
lose Ihe cinem

a's grolllldlo'l 
II I I' 

repelition 10 tlte pOInt orabsu,d,tY
"
:1 

Id" 1:"rll,crlllO
rl '. 11t\' ,III" ,11,1 

. 
II' . their l)rOleCI'vC r,cllon3 

w
or 

s. 
tlld

ex as w
e 

. 
_, 

rc asserlliH
.' PIl''''''IH« III 

I'ra,nl'" Ihal rlongale caclt 
,illlIlIl 

lil,nslrip. IItL' ilidivid""llr,,"'" III 
II' .Iilll\s 01 KIII",lku.IIIIYI 

1111 
1:lilkl'r film

s' 1l'l)I'tilio
ll :llId val'l:lI\ClII. as III 

I( 
. 

necessary lim
it but revolve around an abstract pattern. A

s A
rnold com

bines 
stretched tim

e w
ith the m

anipulation of hum
an gesture, he com

bines 
reference to the strip of celluloid w

ith the presence of the cinem
a m

achine, 
the uncanny of the inorganic and the autom

aton. 
Som

e years ago, I digitally re-edited a thirty second sequence of 'Tw
o 

Little G
irls from

 Little Rock', the opening num
ber of G

entlem
en Prefer Blondes 

(H
ow

ard H
aw

ks [953), in order to analyze the precision of M
arilyn M

onroe's 
dance m

ovem
ents and as a tribute to the perfection of her perform

ance. 
I n addition to the artificial, stylized persona, evocative or the beautiful 
autom

aton, her gestures are orchestrated around m
om

ents of pose. I n this 
particular fragm

ent, played to cam
era, she pulls up ti,e strap of her dress in 

a perform
ance of an alm

ost sluttish disorder of dress that is com
pletely at 

odds w
ith the m

echanical precision of this and each gesture. Even though 
Ihe gesture was so self-consciously produced, it has. for m

e, som
ething 

or Barthes' punctum
, and I found m

yself returning over and over again 
10 these few

 seconds or film
. In the re-edit, I repeated the fragm

ent three 
lim

es, freezing the im
age at ti,e m

om
ents w

hen M
arilyn paused betw

een 
m

ovem
ents. In addition to her ow

n precise and controlled perform
ance, 

dance itself dem
ands a control of the body that pushes its natural hum

anity 
III the lim

its also alternating betw
een stillness and m

ovem
ent. T

he developed 
I.:l'slure unfolds until it finds a point of pose and then unfolds juSI as the 
dl'layed cinem

a finds such m
om

ents through repetition and return. The 30-
"

'LUnd sequence ends as M
arilyn m

oved forw
ard into close-up, throw

ing her 
I"'"d back and assum

ing the pose and expression of the essential M
arilyn 

I,ill-up photograph. This paused im
age seem

s to be alm
ost exactly the sam

e 
.IS lloe A

ndy W
arhol 'M

arilyns' that he m
ade after her death, in his silk-

'" ,('('ned hom
age to the death m

ask. T
he im

aginary superim
position orthe 

W
.,rltol im

age onto the trace of the living M
arilyn has a sense of deferred 

",,·.lIling, as though her death was already prefigured in this pose. A
n acute 

I II"sciousness of her 'then', before her death, condenses w
ith the im

age as 
11".,110 m

ask and the poignant presence of the index as the 'this w
as then'. 

Till' letishistic spectator, driven by a desire to stop, to hold and to repeat 
IllI's(' iconic im

ages especially as perfected in highly stylized cinem
a, can 

unexpectedly, encounter the index. The tin1e of ti,e cam
era, its 

• "d"d,"cd tim
e, com

es to the surface, shifting from
 the narrative 'now

' to 
Iii",,' Thc tim

e orthe cam
era brings w

ith it an 'im
aginary' of the film

ing 
1111" IIII' m

ind's eye, the orr-screen space of the crew
 and the apparatus, 

"
11,,,1 II,,· ficlional w

orld changes inlo Ihe pro-film
ic event. A

s fictional 
tlt.'\dlll,ly declines, as disbelieris no longer suspended, 'reality' takes over 
III' 

H"
'1I1' :.ollccling Ihe iconic presenc(' ol'lltc nlO

vil' 51,,1'. D
ue 10 Ihe sl"r's 



tan entially grafted onto a fictional 
iconic status, he or she can only bde.. 

I g 
the tim

e of the fiction, the im
age 

f h
· 

fthe Index 
ISP aces 

. 
I d 

persona. 1 t e tim
e 0 

th 
tw 

reaisters but also to m
e u e 

'0
 

t 
I betw

een 
ese 

0 
,,-

. h 
of the star shilts no on Y

 
. 

d 
ther inform

ation that m
Ig t 

t d by the studIO
 an 

any 0 
. 

i conography construc e 
. 

t of this kind of fusion and confusIO
n, 

be circulating about hIS or her hfe. O
u . 

d becom
e attached to the star's 

d I d 
. 

then fascm
atlOn an 

goss ip and scan a 
enve 

. d 
th 

m
ost achieved perform

ance, 
. 

.
' 

phy Behm
 

even 
e 

. 
. 

d 
f 

extra-dlegetlc IConog ra
. 

. 
d' 

etic presence m
tru es rom

 
t d flash thIS extra-

leg 
, 

som
etim

es in an unexpec e 
: . 

ted vulnerability to a star s 
outside the scene and off screen glvm

g an unexpec 
on-screen perform

ance. 
b' 

d w
ith the passing of tim

e, 
This kind of additional know

ledge, com
h m

e lr 
dy occurred' that B

arthes 
he that 

as a ea 
brings the 's hudder at the catastrop 

n photographed just before 
. 

L
' 

Payne the young rna 
m

entions in relatIO
n to 

eW
ls 

.' 
Th' 

'11 be and this has been; 1 observe 
. 

, 
d 

t the sam
e tIm

e: 
IS W

I 
. 

his executIon. I rea 
a 

f 
h' h d ath is the stake: II W

atehm
g Jam

es 
w

ith horror an anterior future 0 w
 

teenagers in Rebel without a 
D

ean, N
atalie W

ood and Sal M
illeo, 

th 
Know

ing the deaths of all 
dd 

th 
trlggers ano 

er one. 
CaLise, that shu 

er 
en 

h 
already taken place, arouses the 

three, that w
ere to com

e and that 
. 

t 
ce of the uncanny. O

verllll,1 
f f 

th t Freud CItes as an illS an 
. 

irrational sense 0 
ate 

a 
.
'
 d fr 

the photographic m
edlunl 

. 
I 

ny that IS denve 
om

 
. 

'Icross the indexICa uncan 
t 

'IS this other 
, 

d 
. d 

d any) star sys em
 

itself in the H
oll yw

oo 
(or 10 ee

,
.
 

rder and force outside thnt 
, 

d 
'ned life sublect to an 0 

'1 sense of an over-
eterm

l 
'

. 
. 

as it does aw
ay from

 th 
the ordinary. But this kind of 

and gossip, ultim
ately glV\'" 

im
age, to the sem

i-reality ofbiograp 
im

age on the screen is 
w

ay to the diegetic space of the story. 
c e s 

ce in gesture and action, 
. 

r hve by peflorm
an 

, 
inextricably w

oven m
to nar a 

d 
to the fiction alone and tl,,' 

th 
. 

n the screen 
ue 

I 
In the last resort, 

e star IS 0 
back into the tem

porality II 
c 

d perform
er m

erges 
ico nicity of peflorm

ance an 
. 

f 
'sts w

ith that of m
o v- nll'lI\' 

. 
f th 

soli 
ram

e coeXI 
the story. Just as the orne 0 

e
. 

. 
fthe im

age coexists w
ith Lill'I III' 

. 
f h 

era's regIstratIO
n 0 

II 
'm

d the lim
e 0 

t e cam
 

f
' 

. delibly stal1111cd 011111 I" 
, 

r
' 

raphy 0 star IS m
 

of fiction, so the sym
bo IC ICon,og d 

. d 
These different kinds or 

, ha racter a n 
as \11 ex. 

or her presence as a e 
laces w

ith each other. 
signification OSCIllate and change P 

. 
1'1'ICI, the star is Iralllllillo. 1 

. 
I . 

. 
that scenes In w

 
It is perhaps for L liS reason 

d' 
t' 

prcsence into thc dkW
,.I. " • 

. 
.' . 

f his or her extra-
lege IC 

I' 
I'rol11 the lCOIllClty 0 

. 
ft n ll<ed Lhese m

OnlrlllM
 III 

. 
1-l't-hco k 'I"lite 0 e

o
'
 

parlicular Inlportance. 
I L

. 
I,

.t. 
eanncc in Rear W

illi/m
i!, (,I • 

IT
 

f'"
 

'l'lnce 
II'l her If' .Ipp 

, 
dram

alic ellce\. 
'01 lO

s
" 

. 
tl,c clcctric lighlS 0

111' hy 11111 
I 

.
. . nd 

on 
Kelly poses for 11C e\l1lCr,1 .1

, 
'

. 
I 

.,' h 'rsrll' irollically III JIIIIII • 
. "

.' t-lin
\/H

' as sill' 1!lIlOC \.ICl,;S 
. 

I , 
crl'all."s her ow

n I'lllSi I' . 
.. 

1'1' 
I'ly lor tile aiIlJa'!lU

', 
11111 

I 
1 '1 

"I' II)lisllilll' lin (II I IIlIla 
I<U

II 
Sh'w

arl, w
 \l

l't
S

. 
. 

in Vertigo, K
im

 N
ovak pauses for a m

om
ent, in profile, for Jam

es Stew
art to 

look closely at her and integrate both of them
 into the com

pulsive w
orld of 

his obsession. Perhaps the m
ost rem

arkable exam
ple is M

am
ie, w

hen Tippi 
H

edren's face has been kept from
 the cam

era until the m
om

ent w
hen she 

throw
s back her new

ly blonde, w
et, hair and looks directly at the audience. 

These introductory shots are like re-baptism
s w

hen a star's nam
e and im

age, 
alw

ays instantly recognizable to the audience, are replaced by another nam
e 

w
ithin the order of the fiction. A

 kind of shifting process takes place. R
om

an 
Jacobson has pointed out that shifters, in language, com

bine a sym
bolic w

ith 
an indexical sign: a w

ord is necessarily sym
bolic w

hile an index has an 
existential relation to the object it represents, 1 f shifters in language are, 
therefore, 'indexi cal sym

bols', the screen im
age of a star w

ould be an 
'indexical icon' but w

ith his or her integration into the fiction, under a new
 

nam
e, yet another 'sym

bolic' rlim
ension opens up. The 'nam

ing' that 
accom

panies the star's first appearance on screen gives w
ay to the fictional 

baptism
 but the strength of star iconography often renders this process 

partial and incom
plete. The three form

s of the sign according to Pierce m
erge 

III the star system
 w

hile continually shifting in register, uncertain and 
II II resolved. The iconic representation m

erges w
ith its sym

bolic iconography 
,lIld both shift partially the sym

bolic register of the fiction. H
ow

ever, as an 
IlIdcxical sign, the star is undifferentiated from

 his or her surroundings, all 
,III' all integral part o[the photographic m

edium
, its apparatus and its ghostly 

Il,ltC of reality. 
In his '946 essay 'The Intelligence ofa M

am
ine', Jean Epstein points 

01111 I hat the cinem
a's fusion of the static and the m

obile, the discontinuous 
,1I\lllhe continuous seem

s to fly in the face of nature, 'a transform
ation as 

1lIlI"zing as the generation oflife from
 inanim

ate things'.1l H
um

an figures 
p,,'S\'rvcd on film

 em
body these oppositions m

ore com
pletely and poignantly 

11,,111 :Illy other phenom
enon of representation. The cinem

atic illusion fuses 
IW

II Illcom
patible states of being into one, so that the m

utual exclusivity of 
1111'111111 inuous and the discontinuous, pointed out by Epstein, is literally 
\lI'"

,,"ified in the hum
an figure, an inorganic trace of life. To translate the 

NIIII,'" illlage into m
ovem

ent is to see the uncanny nature of the photograph 
1IIIIIHIorm

ed out of one em
otional and aesthetic paradigm

 into another. The 
llilllllllly or the indexical inscription of life, as in the photograph, m

erges w
ith 

llilllll II Iy orlllcchanized hum
an m

ovem
ent that belongs to tl,e long line of 

\I pili ,IS ;lIld autom
ata, H

ow
ever interwoven these phenom

ena m
ay be, the 

11111,. 
IS ,I rcm

inder that al the hearl ofthc m
edium

, these celluloid im
ages 

\I 11111 "'plicas bUI arc an actllal, Iileral inscription or the figurc's living 
III1'VI'II"'IIIS. Furthcrm

orc. Ihe CiIlCII\;1 h:ts conslalllly, Ihrougholll ils hislory, 

12 je H
I! P'>i( III 

l 
ntlC IlgIC

IK
 

rllH
tI 

M
d

C
h

ln
f' 

l:. 
,Jh 

.• , II 
f r 'm

o, P.HI<j 
074 

P ',-,) 



exploited its ghostly qualities, its ability to realize irrational fears and beliefs 
in the m

ost rational and m
aterial form

, along sim
ilar lines to Freud's 

assertion that belief in the afterlife w
arded off fear of death. W

hile Rossellini 
in Journey to italy, for instance, acknow

ledged the long history of the popular, 
sem

i-Christian, sem
i-anim

istic, uncanny, he also dem
onstrated that the 

cinem
a's uncanny l ay in its contradictory m

aterialization oflife and death, the 
organic and the inorganic. For Rossellini, the m

ore realistic the im
age, the 

m
ore closely it rendered the reality it recorded, the m

ore exactly it could catch 
hold of the hum

an m
ind's bew

ilderm
ent in the face of these contradictions. 

I t is w
hen the struggle to reconcile and repress these contradictions fails and 

uncertainty overw
helm

s the spectator that the cinem
a's punctum

 can be 
realized. The contradiction is dram

atized in the final sequence of A
ugusto 

G
enina's Prix de Beaute (I930). W

hile Louise Brooks w
atches, enraptured, as 

her im
age perform

s in the screen test that should m
ake her a star, her jealous 

husband slips unnoticed into the back of the room
 and shoots her. As she 

dies, her film
ed im

age continues singing on the screen, in a layered, ironic, 
condensation of m

ovem
ent and stasis, jjfe and death and the m

echanicized 
perfection of the screen im

age. Sim
ilarly, the cinem

a's great icons still 
perform

 and re-perform
 their perfect gestures after death. 

Raym
ond Bellom

, in ''' ... rait'' signe d'utopie', m
akes an analysis, or 

psychoanalysi s, of Barthes' various com
m

ents on the cinem
a, through his 

use of the conditional tense (in French m
arked by the suffix 'rait'). In 

relation to the concept of 'The Third M
eaning', evolved from

 stills taken 
from

 Ivan the Terrible, Bellom
 argues that Barthes is unable to find a place 

for the cinem
a betw

een reverie on its still im
ages and w

riting about them
. 

A
nd he goes on to point out that this utopian place, inaccessible to B

aM
es, 

w
ould ultim

ately be realised w
ith the advent of new

 m
oving im

age techno-
logies and 'the art of "new

 im
ages"', w

hich deeply affected spectatorship. 
For Bellour, one of the great pioneers of textual analysis, this interactive 

I ransform
ation had alw

ays been a condition for the existence of film
 theory, 

lie draw
s attention to w

hat one m
ight call the 'theoretical punctum

' in 
Barthes' observations on the cinem

a. Tow
ards the end of C

am
era Lucida 

l3arlhes describes how
 he w

as suddenly and unexpectedly affected by a S ('II" 
in Fellini's Casa.nova, W

hen he w
atched Casanova dance w

ith a young 
"ulom

aton he found him
self overw

helm
ed by an intense em

otion 
by del"ils of her figure, clothes, her painted but all the sam

e innocenl 
'IC I', 

IlPr sliffbul accessible body. H
e found him

self beginning to think abOll1 
pholography because Ihese f< l'/iligS w

ere also aroused by photographs Iltlll 
he luved, Bellollr observl's: 'TII(' ligllrc's incom

plete, jerky m
ov m

Cllls w,'" 
I"a(k I"rolll stalk I osilio

lls 
Illal its body b

l'G
IIllC

 O
lll' with 111(' IIl0V

l'III4'IIIIII 

the film
, on w

hich it left a kind of w
ound.' IJ It is as th 

h th 
the m

echanical fi ure su 
d 

oug 
e m

ovem
ent of 

have rem
ained 

th;t of thhe other, the projector, w
hich should 

. 
es prelaces 

IS reflections On the 
t 

. 
C

asanova by saying that he saw
 the film

 on the day that he had 
In 

at photographs of his m
other that had m

oved him
 so m

uch B U
 een 

0
0

 
ng 

,of the autom
aton not only the punctum

 
bod 

f h 
en photograph of hiS m

other as a little girl, but also w
ith the 

b 
0 

t e 
old w

om
an, alive but close to death. H

e links the relation 
e 

een m
ot er and Son to the cinem

a itself: 'It m
ay be that the artificial 

body IS alw
ays too close to the m

other's body.' 14 
BelJour suggests that 'a kind of w

ound' opened up by th 
t 

lead 
t 

th 
fil 
'
.
 

e au om
aton 

bea:ti:U
I d:U

 m
 s m

echanrsm
, to the 'inside' that, like the inside of the 

b' 
d 

' needs to be d,sgulsed to m
aintain its credibility. The film

 
su lecte 

to repetttton and return w
hen view

 d 

a 
the fiLm Fra 

m
ent and 

' . 
1O

 ano 
er m

etaphor, this process 'unlocks' 
From

 this p!rspective, 
%

ercehlaationsland revelations. 
prefi 

th 
h 

. 
' 

Olca 
m

ovem
ents 

A
nd she also acts as a figure for 'the w

avering and confU
Sio: ::::::n

ts. 
that cAharacterize the interactive 

. 
no ogles. 

s It penetrates the film
 this new

 wa 
of 

the coherent w
hole of narrative 

'w
o:nding' 

lite site 
figure of the autom

aton returns in a double sense, first as 
tlscJr a d 

abon anxIety, thIS tim
e threatening the 'body' of the film

 
II;' 

a ffrthagmented, even fem
inized, aesthetic 

percep on 0 
e C

asanova auto 
t 

d
' h 

1Il'lIour's interpretation, the Freudian uncann 
ofth 

rna ,on an 
W

it 
willt the now

 ageing body offilm
. 

y 
e m

other s body m
erges 



Possessive, Pensive and Possessed 
Victor Burgin 

The cinem
atic heterotopia 

Early in the history of cinem
a, A

ndre B
reton and Jacques V

ache spent 
afternoons in Nantes visiting one m

ovie house after another: dropping in at 
random

 on w
hatever film

 happened to be playing, staying until they had had 
enough of it, then leaving for the next aleatory extract. Later in the history of 
cinem

a, Raoul Ruiz w
ent to see film

s set in classical antiquity w
ith the sole 

desire of surprising an aircraft in the ancient heavens, in the hope he m
ight 

catch 'the eternal D
C

6 crossing the sky during Ben H
ur's final race, 

Cleopatra's naval battle or the banquets of Q
uo Vadis" 

-
and Roland Barthes 

at the cinem
a found him

self m
ost fascinated by 'the theater itself. the 

darkness, the obscure m
ass of other bodies, the rays of light, the entrance, 

the exit" 
Such view

ing custom
s custom

ise industrially produced pleasures. 
Breaking into and breaking up the film

, they upset the set patterns that plot 
the established m

oral, politi cal and aesthetic orders of the entertainm
ent 

form
 of the doxa! D

uring the m
ore recent history of cinem

a, less self-
consciously resistant practices have em

erged in the new
 dem

otic space that 
has opened betw

een the m
otion picture palace and consum

er video 
tech nologies. Few

 people outside the film
 industry have had the experience 

of 'freezing' a fram
e of acetate film

, or of running a film
 in reverse -

m
uch 

less of cutting into the film
 to alter the sequence of im

ages. The arrival of 
the dom

estic video cassette recorder, and the distribution of industrially 
produced film

s on videotape, put the m
aterial substrate of the narrative into 

the hands of the audience. The order of narrative could now
 be routinely 

counterm
anded. For exam

ple, control of the film
 by m

eans of a VC
R 

introduced such sym
ptom

atic freedom
s as the repetition of a favourite 

sequence, or fixation upon an obsessional im
age.' T

he subsequent arrival 
of digital video editing on 'entry level' personal com

puters exponentially 
"xpanded the range of possibilities for dism

antling and reconfiguring the 
'"lCe inviolable objects offered by narrative cinem

a. M
oreover, even the 

IIlost routine and non-resistant practice of 'zapping' through film
s show

n 
1111 television now

 offers the sedentary equivalent of Breton's and Vache's 
.lIl1hllbtory derive. Their once avant-garde invention has, in V

iktor 
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Shklovsky's expression, 'com
pleted its journey from

 poetry to prose'. The 
decom

position of fiction film
s, once subversive, is now

 norm
al. 

Film
s are tod ay dism

antled and dislocated even w
ithout intervention by 

the spectator. The experience of a film
 w

as once locahsed in space and tim
e, 

in the finite unreeling of a narrative in a particular theatre on a particular 
day. But with tim

e a film
 becam

e no longer sim
ply som

ething to be 'visited' 
in the w

ay one m
ight attend a live theatrical perform

ance or visit a painting 
in a m

useum
. Today, as I w

rote in a previous book: 
... a :film' m

ay be encountered through posters, 'blurbs', and other 
advertisem

ents, such as trailers and television clips; it m
ay be encountered 

through newspaper reviews, reference work synopses and theoretical articles 
(w

ith their :film
·strip' assem

blages of still im
ages); through production 

photographs, fram
e enlargem

ents, m
em

orabilia, and so on. Collecting such 
m

etonym
ic fragm

ents in m
em

ory, we m
ay com

e to feel fam
iliar w

ith a film
 we 

have /'tOt actually seen. Clearly this jilm
' -

a heterogeneous psychical object, 
constructed from

 im
age scraps scattered in space and tim

e -
is a very different 

object from
 that encountered in the context of jilm

 studies" 
The 'classic' narrative film

 becam
e the sole and unique object of film

 
studies only through the e lision of the negative of the film

, the space beyond 
the fram

e -
not the 'off screen space' eloqu ently theorised in the past, but 

a space form
ed from

 all the m
any places of transition betw

een cinem
a and 

other im
ages in and of everyday life. M

ichel Foucault uses the term
 

'heterotopia' to designate places w
here 'sever al sites that are in them

selves 
incom

patible' are juxtaposed ." The term
 'heterotopia' com

es via anatom
ical 

m
edi cine &

om
 the G

reek heteros and tapas, 'other' and 'place'. I am
 rem

ind '0 
of the expression einer anderer Lokalitat by w

hich Freud referred to the 
unconscious. A

lthough Foucault explicitly applies the concept of'heterotoplll' 
only to real external space s, he nevertheless arrives at his discussion of 
heterotopias via a reference to utopias -

places w
ith no physical substan 

other than that of representations: m
aterial signifiers, psychical reality, 

fantasy. W
hat w

e m
ay call the 'cinem

atic heterotopia' is constituted 
the variously virtual spaces in w

hich w
e encounter displaced pieces of m

nl" 
the I nternet, the m

edia, and so on, but also the psychical space of a 
spectating subject that Baudelaire first identified as 'a kaleidoscope equiPJll,tI 
w

ilh consciousness'. 
Roland Barthes describes how

 one evenin g, 'half asleep on a ballqlll'lIl' III 
a bar', he tried 10 enum

erale all thc languages in his field of hearing: 
conversalions, Ihe noiSl's of chairs. of glasses, an entire stereophony of w

lill II 
" IIlarkclpla " ill 't;llIgil'rs ... is 1111' 

silc'. lie conlinllcs: 

A
nd w

ithin m
e too that spoke 

and th' 
h 

... 
IS speec 

very 
h 

bl 
maljrketPlace, this spacing of little 

that ::e ;;s:: 
ll

' 
yse 

was a publIC place, a souk; the words passed through m
 

and no sentence form
ed, as if that 

Eyes half closed, Barthes sees an hom
olo 

b 
bar and his involuntary thoughts w

h 
h lYd 

the cacophony of the 
W

hen Stanl ey K
ubrick's film

 
'XC.;reSh e

n
s t at no 'sentence' form

s. 
review

er com
pared it u 

f; 
b

l' e 
ut (1999) w

as released one 
novella D

ream
 Story' H n 

d Y
 to Its Source in A

rthur Schnitzler's 
. 

e Ouserve 
that Sch 

't I
' 

. 
series of disconnected incidents w

hich th 
nr.' er s narratIve consists of a 

a m
eaningful w

hole through th 
. 

e w
nter nevertheless unrfies Into 

e conhnuous presence of th 
' 

The review
er com

plained that K
ubrick's r 

It" 
e narrator s Voice. 

the absence of this device and tI 
t

ete Ing of the story suffers from
 

disturbin I d· . . 
' 

la as a result the narrative rem
ains 

. 
g Y

 ISJoInted. The 'disjointedness' that th 
. 

C
 

• 
K

ubnck's film
 

. h 
b 

e revIew
er lO

und In 
ow

n 
s[eheenm as a strubetural [reflection w

ithin the film
 of its 

, 
'se-en-a ym

e 0 
Its e 

t 
fl

' 
trailer (or Eyes W

ide Shut pi 
d

' 
. 

XIS en la settIng. A
 short 

film
 w

as release d. It 
: 

CInem
as (or several w

eeks before the 
a m

irror w
hile a pulsing rock 

r °lrrnclpa/ actors em
braCing in front of 

from
 this sam

e sequence appeared °th son gh p aysho n the sound track. A
 still 

. 
roug out l e CIty (P 

" 
h' 

Instance) on posters advertising the film
. For sev 

I 
k afls In t IS 

poster to trailer to film
 there 

e was 
Iscovered em

bedded in it. From
 

was a progressIve unfoldin . fJ 
. 

sequence, to concatenation of se uences _
.
 

g. 
rom

 unage, to 
presentation of com

m
ercl'al 

. 
q 

as If the pattern of Industrial 
CInem

a w
ere taking 

th
' 

. 
structures: &om

 the m
ost cursoril cond 

on 
e unpnnt of psychical 

to the m
ost articulated consc' 

ensed of unconsCIous representations 
IO

U
S lorm

s as If th 
' 

. 
f 

in the m
ost literal sense was conli 

.' 
e nOIse 0 

the m
arketplace' 

l3arthes' m
etaphor 0 

d 
orm

Ing to the psychological sense of 
. 

pene 
onto Its outSide b 

tl 
bl" . 

spills its contents into the st 
f 

d 
Y

 Ie pu 
IClty system

 the film
 

detritus of everyday 
0 

ay H
e, w

here they join other 
w

here no sentence form
s. 

m
a 

syntagm
s, ends of form

ulae') and 

n,e sequence.im
age 

Barthes on the banquette com
pares his inner' 

,
.
 

. 
. 

IIl1m
ediately external surroundin s Phen 

souk. W
Ith the nOIse of hIS 

lorm
 a single continuum

 whe 
g

. 
. om

enologlcally, 'Inner' and 'outer' 
re pe rceptIons, m

em
ories and fantasies 

7 ,.. 
" 
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com
bine. Jean Laplanche speaks of m

em
ory and fantasy as a 'tim

e of the 
hum

an subject' that the individual 'secretes' independently of historical tim
e 

-
the cinem

atic heterotopia is also heterochronic, m
oreover its m

ost atom
ic 

elem
ents are indeterm

inate w
ith respect to m

otion. For exam
ple, here is 

w
hat I believe is m

y earliest m
em

ory of a film
: 

A dark night, som
eone is walking down a narrow stream

. I see only feet 
s plashing through water, and broker< reflections of light from

 som
ewhere 

ahead, where som
ething m

ysterious and dreadful waits. 
The telling of the m

em
ory, of course, betrays it. Both in the sense of there 

being s om
ething private about the m

em
ory that dem

ands it rem
ain untold 

(secreted), and in the sense that to teU
 it is to m

isrepresent, to transform
, to 

dim
inish it. Inevitably, as in the telling ofa dream

, it places item
s from

 a 
synchronous field into the diachrony of narrative. W

hat rem
ains m

ost true 
in m

y account is w
hat is m

ost abstract: the description of a sequence of such 
brevity tbat I m

ight alm
ost be describing a still im

age. A
lthough this 

'sequenc e-im
age' is in itself sharply particular, it is in all other respects vague: 

uniting 'som
eone', 'som

ew
here' and 'som

ething', w
ithout specifying w

ho, 
w

here and w
hat. There is nothing before, nothing after, and although the 

action gestures out of fram
e, 'som

ew
bere ahead', it is nevertheless self-

sufficient. I can recall nothing else of this film
 -

no other sequence, no plot, 
no nam

es of characters or actors, and no title. H
ow

 can I be sure the m
em

ory 
is from

 a film
? I just know

 that it is. Besides, the im
age is in black and w

hite. 
The m

em
ory I have just described is of a different kind from

 m
y m

em
ory 

of the ligure of D
eath 'seen' by the sm

all boy in Ingm
ar B

ergm
an's film

 
Fanny and Alexander, or -

from
 the sam

e film
 -

m
y m

em
ory im

age of the 
boy's grandm

other seated in a chair by a w
indow

. These exam
ples w

ere w
hat 

first cam
e to m

ind w
ben I 'looked' in m

em
ory for a film

 I saw
 recently. They 

are transient and provisional im
ages, no doubt unconsciously selected for 

their association with thoughts already in m
otion (childhood, the m

other, 
death), but no m

ore or less suitable for this purpose than other m
em

ories 
I m

ight have recovered, and destined to be forgotten once used. The 'night 
and stream

' m
em

ory is of a different kind. It belongs to a sm
all perm

anent 
personal archive of im

ages from
 film

s I believe I saw
 in early childhood, and 

w
hich are distinguished by hav ing a particular affect associated w

ith them
 -

in this present exam
ple, a kind of apprehension associated w

ith the sense 
of , som

ething m
ysterious and dreadful' -

and by the fact that they appear 
unconnecled to other m

em
ories. If I search further in m

y m
em

ories of 
dlildhood I can bring 10 m

ind olher types of im
oges from

 film
s. W

hat I 
bl'lievc 10 be Ihe 

"rliesl oflhesl' an' Illainly gelll'rically inlerchangeable 
picilires or w

orlill'" Ilrilaili. TII!'Y lorlll " lihr,"'Y
 of sl('rl'otypes w

hich 

represent w
hat m

ust have im
 

ressed m
 

. 
im

portant fact about the 
d e as a chlld as the single m

ost 
to m

e as the reason for m
y 

m
e (not least because it w

as offered 
" 

er s a sence) 1
M

' 
of enigm

atic im
ages and a j 

lib 
.. 

n a 
ltlon to a sm

all collection 
, 

arger 
raIY of lm

a 
Ii 

. 
also retain other types of' 

Ii 
ges 

rom
 w

artlm
e film

s I 
tm

ages 
rom

 vis't 
t 

th
·
·
 

. , 
These are neither m

ysterious 
. 

1 S 
0 

e cm
em

a 1Il later childhood. 
events in m

y personal histo 
n

otrhgenenc: they tend to be associated w
ith 

. 
ry. el 

er 1I1 drrect rea f 
iii 

thll1g that bappened shortly aft
. 

c lOn to a 
m

, or to som
e-

I Can recall sequences from
 iii er sth eell1h g a film

. Later stilJ, from
 adulthO

od, 
f 

. 
m

s 
at 

ave m
ost i 

d 
o cm

em
atic art, and from

 fil 
c
'

. m
presse 

m
e as exam

ples 
m

s seen lOr dlstractlo 
I . h I 

SOon forget. The totality of all tl 
iii 

n w
 llc 

expect I shall 
contribute to the 'already re d 

lei 
d m

s I have seen both derive from
 and 

a ,a rea y seen' ste 
ty

. 
1 

. 
spontaneously 'explain' an . 

reo 
plca stones Ihat m

ay 
im

ages of other kinds 
°b n : poster for a film

 I have not seen, Or 
So far, tbe exam

ples I have 
. 

y hancfe m
 the envrronm

ent of the m
edia. 

gIven are 0 
lm

age 
all d 

and I have not spoken of th
' 

. I 
. 

s rec 
e 

voluntarily, 
. 

elr Ie atlons to actual pe' 
[' 

Im
ages derived from

 film
s 

I'k I 
lcep lons. But m

ental 
a re as 

J e y to 0 
. 

h 
f< 

associations, and are often provoked b 
ccur III t e orm

 of involuntary 
travelling by train through th 

F 
h Y

 external events. For exam
ple: I am

 
e 

renc 
countrysid 

. 
c 

. 
London. Earlier, as I w

as waitin 
[, 

h 
. 

e en loute from
 Pans to 

a m
iddle-aged couple had passe gd dor t ehtrarn to leave the G

are du N
ord, 

S 
h · 

Ow
n t e carnage rn who I I 

.. 
om

et m
g in the w

om
.an's 

C 
b 

I 
lC

 1 
w

as slttlng. 
lace 

roug 11 to m
' d 

. 
The previous night seeking dl'st '

1.' 
C 

U1 
an lm

age from
 a film

. 
, 

I ac Ion 
I rom

 wO
'k I h d 

. 
television. The c hannel I sel 

t d 
. 

I, 
a 

sw
Jtched on the 

ec e 
w

as passrng . 
. 

to be broadcast in w
eeks to co 

. 
t.tI 

rn cursory revIew
 som

e film
s 

each. No doubt there was co 
m

e. a
l

e 
a few

 seconds of footage from
 

m
m

entary vOlx-olTbut I h d I 
young w

om
an seen from

 beh' d 
'1J 

a 
t le m

ute on. A
 

, 
rn 

,executes a perf< 
t d" 

. 
pool; cut to the face of a m

idcl1 
d 

ec 
Ive m

to a SW
lm

m
ing 

w
itnessed this. I read 

w
om

an w
ho (the edit tells m

e) has 
w

ho had passed dow
n the ca 

g 
h danxlety III her expression. The w

om
an 

m
age 

a 
an a

n
' 

I 
k 

s lices through the French count
'd 

. 
XlOUS 0

0
 

. N
ow, as the train 

flanked by trees on a green 
;' ;:h

m
p

s e an arc of black tarm
ac 

prom
pts the m

em
ory of a sim

ilar 
in 

car IS tracm
g the curve. This 

tile driver's seat of a car I had 
d I 

road, but now
 seen [rom

 
rente 

t le pre
' 

vacationing in a house w
ith 

. 
. 

VlOUS sum
m

er, w
hen I w

as 
[

a SW
lm

m
lng pool 

M
y 

'.
 

o road seen from
 the tr' 

. 
C 11 

. 
aSSOCIatIon to the glim

pse 
am

 IS 10 ow
ed by 

II
' 

w
ho had passed m

e in th 
. . 

. 
m

y reco ectlO
n of the w

om
an 

e cam
 age (as If the 

II
' 

the perception directly, w
ithout the rela 

o[ 
eCOon w

ere provoked by 
Im

ages have different Sources l
Y

e
 

m
 Im

age). A
lthough these 

. . 
m

ust ass um
e that th 

h 
ongrn -

a precipitating cause _ . 
h' 

ey 
ave a com

m
on 

III som
et lng unco 

. 
I 

nsclOUS t lat has joined 
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them
. As 1 recollect these associations in order to describe them

 it seem
s 

that th ey turn around the expression on the w
om

an's face: 'som
ething like 

anxie ty', but what is 'like' anxiety. It seem
s that the persistence of the Im

ages 
is due to this enigm

a. 
. 

A
 train journ ey interrupted by a train of associations: a concatenatIO

n 
of im

ages raises itself, as if in bas relief. above the instantly fading, then 
forgotten, desultory thoughts and im

pressions passing through m
y m

Ind 
as the train passes through the countryside. The 'concatenation' does not 
take a linear form

. It is m
ore like a rapidly arpeggiated m

usical chord, 
the individual notes of w

hich, although sounded successively, vibrate 
sim

ultaneously. This is w
hat led m

e to refer to m
y earliest m

em
ory of a 

film
 as a 'sequence-im

age' rather than an 'im
a ge sequence'. The elem

ents 
that constitute the sequence-im

age, m
ainly perceptions and recollectIons, 

em
erge success ively but not teleologically. The order in w

hich the; appear 
is insignificant (as in a rebus) and they present a configuratIO

n -
lexIcal, 

sporadic' -
that is m

ore 'object' than narrative. W
hat dIstInguIshes the 

elem
ents of such a configuration from

 their evanescent neIghbours IS that 
they seem

 som
ehow

 m
ore 'brilliant'." In a psychoanalytic perspective this 

suggests that they have been attracted into the orbit o
f unconscious 

signifiers, and that it is from
 the displaced affect assoCIated W

Ith the latter 
that the form

er deri ve their intensity. Nevertheless, for aU
 that unconscIO

US 
fantasy m

ay have a role in its production, the sequence-im
age as such is 

neither d aydream
 nor delusion. It is a fact -

a transitory state of percepts of a 
'present m

om
ent' seized in the ir association w

ith past affects and m
eanIngs. 

Im
age, image sequence, sequence-im

age 
The sequence-im

age is a very different object from
 that addressed by film

 
studies as the discipline aroused itself in the late 1960s and the '970s, 
revitalised by its love affair w

ith linguistics. H
alf asleep, Roland Barthes 

hears hybrid m
utterings that form

 no senten ce. Barthes' account of hIs 
reve rie on the banquette appears in his book Le plaisir du texte, whICh w

as 
published in 1973. Ten years earlier he had been asked by the journal Cahiers 
du Cinem

a w
hether linguistics had anything to offer the study of film

. H
e 

replied that it did only if w
e chose 'a linguistics of the syntagm

 rather 
a linguistics of the sign'. In Barthes' view, a linguistically inform

ed analysIs 
of film

 could not be concerned w
ith the film

ic im
age as such, w

hIch he 
considered 10 be pure analogy, bUI only w

ith the com
bination of im

ages into 
n'Irr"live sequences. A

s he expressed it: 'Ihe distinction betw
een film

 and 
phologr"phy is nol sim

ply" l11all('r or dCf\rec bill" r"dical opposition'. Such 
a dislillclion belw

('(,11 illl:!"," alld i,I':QW
 :-it'(lIlt'lI({'il;!S lis precu

rsor In
 

Gotthold Ephraim
 Lessing's differentiation, in 1766, betw

een 'arts of space' 
and 'arts of tim

e'. Lessing's dichotom
y underw

rites the categorical separation 
of the still and the m

oving im
age on the basis of a supposed absolute 

difference betw
een sim

ultane ity and succession. Film
 studies and photo-

graphy studies have developed separately largely on the basis of this assum
ed 

opposition -
even w

hile, across the sam
e period of tim

e, there has been 
increasing technological convergence be tw

een the supposedly distinct 
phenom

ena of still and m
oving im

ages, It accords w
ith com

m
on sense to 

assign the still im
age to photography theory and the m

oving im
age to film

 
theory. But to equate m

ovem
ent w

ith film
 and stasis w

ith photography is to 
confuse the representation w

ith its m
aterial support. A

 film
 m

ay depict an 
im

m
obile object even w

hile the film
 strip itself is m

oving at 24 fram
es per 

second; a photograph m
ay depict a m

oving object even though the photograph 
does not m

ove,'" W
riting in 1971 the photographer and film

m
aker H

ollis 
Fram

pton envisaged an 'infinite film
' that w

ould consist of a spectrum
 of 

possibilities extending from
 the stasis of an im

age resulting from
 a succession 

of com
pletely identical fram

es, to the chaos of an im
age produced by a 

succession of totally different fram
es." Cinem

a, 'the m
ovies', inhabits only 

part of this spectrum
: that portion w

here m
ovem

ent -
fram

e to fram
e 

shot to shot, scene to scene -
is intelligible, sentence-like, A

n interest 'in 
m

ovem
ent for its ow

n sake m
ay be found in early tw

entieth century avant-
garde film

 and photography, and in painting under the im
pact of film

 and 
photograph y. The interest is com

paratively short-lived. It is not m
ovem

ent 
as such that fascinates m

ost people but purposive m
ovem

ent, m
ovem

ent 
w

ith causes and consequences, W
hat audiences find m

ost interesting aboul 
characters on the screen is not their m

ovem
ents (albeit these m

ay have 
their ow

n, prim
arily erotic, interest) but their acts. Activity how

ever is not 
necessarily bound to m

ovem
ent. Peter W

ollen illustrates this point w
ith 

reference to a book of photographs by A
ndre Kertesz entitled O

n Reading," 
W

ollen observes that although all the people in the photographs are 
m

otionless they are nevertheless doing som
ething -

they are all reading. 
Thus, he w

rites: 'W
e can see that activity is not at all the sam

e thing 
as m

ovem
en

t."
3 

The disjunction of activity and m
ovem

ent w
as recognised early in the 

history of painting. Betw
een the sixteenth and eighteenth centuries, a body 

of doctrine w
as assem

bled in response to the problem
 of how

 best to depict a 
narrative in a painting. W

ith only a single im
age at his or her disposal. it was 

agreed that the painter w
ould do best to isolate the peripeteia -

thai instanl 
in the story w

hen all hangs in the balance. It w
ent w

ithout question Ihal the 
view

er alrea dy knew
 the story. The space in and betw

een im
ages is crossed 
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w
ith the alw

ays already know
n of stories. A

s B
arthes w

rites, narrative is 
everyw

here 'sim
ply there, like life itself .'" 

But our ready capacity to insert 
im

age fragm
en ts into the narratives to w

hich they m
ay be called is not due to 

the m
ere fact that stories are everyw

here. It is due to the fact that narratives, 
like the languages in w

hich they are com
posed, are articulated. In his book 

M
orphology of the Folktale, first published in '928, V

ladim
ir Propp reduces 

the m
ultiplicity of fairy tales he analyses to a finite num

ber of basic 'functions' 
w

hich in com
bination m

ake up the variously individual stories. In an essay 
of 1969 Barthes argues that these functions m

ay in turn be decom
posed 

into sm
aller units: for exam

ple, 'it is because I can spontaneously subsum
e 

various actions such as leaving, travelling, arriving ... under the general nam
e 

Journey, that the sequence assum
es consistency.'" 

In his book of '970, 5/2, 
B

arthes coins the expression 'proairetic sequence' for such series, taking the 
term

 proairesis from
 A

ristotle w
ho uses it to nam

e 'the hum
an faculty of 

deliberating in advance the result of an action, of choosing ... betw
een the tw

o 
term

s of an alternative the one w
hich w

ill be realized.'" The 'peripateian 
m

om
ent' of academ

ic history painting m
ight consequently be considered 

a 'freeze fram
e' from

 a proairetic sequence, an im
age from

 an im
plied 

narrative series. But the tem
porality of arrest in history painting is rarely 

so straightforw
ard. For exam

ple, N
orm

an Bryson observes that Poussin's 
painting Israelites G

athering M
anna in the D

esert juxtaposes w
ithin the sam

e 
im

age 'scenes of m
isery from

 the tim
e before the m

anna w
as found, w

ith 
scenes '" from

 the tim
e after its discovery' Y History painting routinely 

exhibits this characteristic attribute of the sequence-im
age: the folding of 

the diachronic into the synchronic. 
B

arthes' idea of proairetic codes allow
s us in principle to trace the lines 

of latent narratives underlying m
anifest fragm

ents -
m

uch as an archeologist 
m

ight envisage the form
 of an ancient dw

elling, and a w
hole w

ay of life 
associated w

ith it, from
 the indications of som

e pottery shards. But w
hat 

w
ould it m

ean to see the fragm
entary environm

ent not (or not only) in 
term

s of an 'already read' determ
inate content, but in such a w

ay that the 
fragm

entary nature of the experience is retained? In recollecting his reverie 
on the banquette Barthes speaks of the 'spacing' of the elem

ents that 
penetrate from

 outside. The w
ord he uses, echelonnem

ent, m
ay refer to eitli '1' 

iI spatial or a tem
poral context, w

hat i.s essential is the idea of discontinuity, 
of absences, of gaps. The tenden y of narrative is to bridge gaps, to turn 
discontinuities into J continllum

 -
m

uch as 'secondary revision', in FrclId
'R

 
account of the dream

-w
ork, "",kes a dram

a out ofa picture-puzzle. In liis 
reply lo ClIllier,li dll 

Barilit'S dr(,w
 all intrallsigelll lin

e bclw
eell 'iIlHlH\,1 

:llId 'illlagC
' S

l'q
lll'llll" nil 1111' h:lsis o

j tlll'if' SIISCt'ptihilily to lingllislic 

B
arthes' student C

lu
istian M

etz m
ost exhaustively dem

onstrated the extent 
to w

hich linguistic m
odels m

ay be applied in the theoretical description of 
narrative film

s, and 1 believe that B
arthes w

as sim
ply w

rong in asserting that 
lingU

istIcally denved m
odes of analysis cannot be applied to photographs. 

But B
arthes on the banquette rem

arked a field of experience in w
hich a 

kind of object m
ay be discerned: 'lexical' but 'sporadic' and truly 

outSide llIlgUistIcs'. A
s this object -

the sequence-im
age -

is neither im
age 

nor Im
age sequence, it belongs neither to film

 nor photography theory as 
currently defined. I ndeed it m

ay be doubted w
hether it can ever be fully a 

theoretLcal oblect, so long as theory rem
ains an affair of language. The early 

W
ittgenste in fam

ously concluded, on the last page of the Tractatus: 'W
hat w

e 
cannot speak about w

e m
ust pass over in silence.''' To w

hich his colleague 
and, translator Frank Ram

sey added: 'W
hat w

e can't say w
e can't say, and w

e 
can t w

histle It either.' The belief that m
uch of w

hat cannot be said m
ay 

nevertheless be w
histled is foundational not onJy to m

usic but to the visual 
arts. In Rem

arks on the Philosophy of Psychology, at the edge of the ineffable, 
W

lttgensteln w
rites: 

It is as if one saw
 a screen w

ith scaUered colour-patches, and said: the w
ay 

they are here, they are unintelligible; they only m
ake sense w

hen one com
pletes 

them
 Into a shape. -

W
hereas J w

ant to say: H
ere is the w

hole. (If you 
com

plete it, you falsify it.)" 

The sam
e old story 

H
ow

 can that 'of w
hich w

e cannot speak' speak to theories of ideology? In 
thefilm

 studies reform
ation of the late 1960s and early 1970S film

 w
as seen 

as, In
 the w

ords of Jean-Louis Com
olli and Jean N

arboni, 'the product of the 
Ideology of the econom

ic system
 that produces and sells it'.'u M

uch of w
hat 

cam
e after -

first in film
 studies, then in photography studies _ responded 

'" one w
ay or another to this initial proposition. In the intervening years, 

the politICS that fram
ed the prem

ise collapsed. In m
ore recent years, a re-

engagem
ent w

ith film
 in term

s of this prem
ise and the questions deriving 

I"om
 It has em

erged III the w
ork of the French philosopher B

ernard Stiegler. 
Stiegler reform

ulates the prem
ise in the follow

ing term
s: 

O
ur epoch is characterised by a takeover [prise de contrale] of the sym

bolic 
by m

dustrtal technology, in w
hich the aesthetic is at one and the sam

e tim
e 

Ihe 
war. From

 this there results a m
isery 

where condLtlO
m

ng LS substLtuted for experience." 
Stiegler notes that since the second half of the tw

entieth century there 
I"IS I, 'en an exponential grow

th of industries _ film
, television, advertising 

,'lId poplll"r m
usIc -

that produce synchronised collective states of 
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1111nll,'1I111rllll (1",,111 consciousness through the agency of the temporaL object. The 'tem

poral 
object', a concept Stiegler takes from

 H
usserl, is one that elapses in 

synchrony w
ith the consciousness that apprehends It. H

ussed gIVes the . 
exam

ple of a m
elody. For Stiegler, cinem

a is the paradIgm
 of the m

dustnal 
production of tem

poral objects, and of the consciousnesses that ens,ue., 
W

hat m
ost concerns Stiegler is the question of the productIO

n of a w
e 

(>lOUS) as a necessary sense of com
m

unality in relation to w
hich an 'I' Ue) 

m
ay be produced and sustained. H

e argues that the com
m

unality produced 
by the global audio-visual industries to w

hich cinem
a belongs results not In

 

a 'w
e' (>lOUS) _ a collectivity of individual singularities -

but in a 'one (0"), 
a hom

ogeneous and im
personal m

ass w
ho com

e to share an increasingly 
uniform

 com
m

on m
em

ory. For exam
ple, the person w

ho w
atches the sam

e 
television new

S channel every day at the sam
e tim

e com
es to share the sam

e 
'event past' (passe eve"eme>ttiel) as all the other individuals w

ho keep the sam
e 

appointm
ent w

ith the sam
e channel. I n tim

e, Stiegler argues: 'Y
our past, . 

support of your singularity ... becom
es the sam

e past conscIousness (passe 
de eo"seie"ee) as the o"e (Oot) w

ho w
atches.''' Those w

ho w
atch the sam

e 
television program

m
es at the sam

e tim
e becom

e, in effect, the sam
e person 

(La m
em

e persOotne) -
w

hich is to say, according to Stiegler, /W
 o"e (perso"ne)2J 

M
uch the sam

e point is m
ade by Colin M

cCabe in defining 'norm
al 

television': 'norm
al tel evision is part of that regim

e of the im
age w

hich 
erases our specific being to place us as part of a norm

al audience.''' 
Stiegler devotes a long chapter of his latest book to A

lain Resnais' film
 

0
" CO

M
ait La Cha"sO

lt (1997), w
hich he sees as the m

ise-en-scene of 'the 
unhappiness in being [maL-ttre] of our epoch'." H

is discussion turns on the 
fragm

ent. The actors in this film
 lip- synch to popular songs 

as actors do 
in the film

s of Dennis Potter, to w
hom

 Resnais pays hom
 m

age In
 hIS opening 

titles. The characters in Resnais' film
 how

ever produce only fragm
ents of 

songs. Resnais has com
m

ented: 'I'd say it's a realistic film
, because tha,t's the 

w
ay it happens in our heads.' O

ne of the film
's tw

o screenw
nters, A

gnes 
Jaoui, has said, ' ... w

e used [the fragm
ents] like proverbs. "Every cloud has a 

silver lining", "D
on't w

orry, be happy", readym
ade ideas, com

m
onplaces that 

sum
m

arise a feeling and, at the sam
e tim

e, im
poverish it.''' A

sked how
 the 

songs had been chosen, the film
's other screenw

riter, Jean-Pierre Baeri, 
replied: 'W

e looked for very fam
iliar songs w

ith w
ords that everyone can. 

I\pll" 
\.1 phil!' II" 

identify w
ith, les vraies re>tgai"es.' The sense of the French w

ord "e"gam
e IS 

conveyed in the English version of Ihe title of Resnais' film
: 'Sam

e OLd Song'. 
A

 rengaiM
 is som

ething h;JCknpycd, Ihreadbear, fam
iliar and inevitable -

as 
w

hen one says. 
tOlljorlrs 10 It If II II" rO

lg£lirle -
'II'S alw

ays the sam
e old 

'II' 
/1.111.1,1 ",II 

1.1111 

,1.11 .. 

slory'. Berllard Sli",\kr II",'" lid" 
w

ord in describing the "dvenl of the 

recorded 
as 'the m

ost im
portant m

usical event of the 2
0

'" century'. 
H

e w
ntes. The m

aJor m
U

SICal fact of the 2
0

'" century is that m
asses of ears 

start listening to m
usic -

ceaslessly, often the sam
e old songs (les 

m
em

es rertgames), standardised, ... produced and reproduced in im
m

ense 
quantities, .. : and w

hich w
ill often be interlaced for m

any hours a day w
ith 

global conSClO
usnesses, producing a daily total of m

any m
illiards of hours 

of consciousness thus "m
usicalised":27 The re"gaines sung by the actors in 

Sam
e Old Song, songs their French audience are sure to know

, conjure a 
com

m
onality that ultim

ately devolves upon no subject other than the subject-
In-law

 that IS the corporation that produced it. For Stiegler, this is a source of 
the very unhappiness that the characters express in song: 

'It is the already there of our unhappiness in being (Ie deja-Iii de notre 
m

al-etre) that certain of these songs express so welt, which are therefore 
(these so"gs that we receive so passively), i" eenai" respects, at the sam

e 
t,m

e the cause, the expression, and the possibility, if not of cure, at least 
of a ppeasem

en t. ," 
A

gnes Jaoui defines quite precisely w
hat she m

eans w
hen she refers to 

a song as a rengai"e: 'U
"e re"gai"e, it's som

ething universal that touches the 
collective unconscious and the culture of a generation, of a country, and at 
the sa m

e tim
e, for each one of us, it can evoke a m

om
ent, an event in our 

M
e: By 'collective unconscious' I assum

e that Jaoui m
eans that w

hich I 
prefer to call the 'popular preconscious': 'those ... contents w

hich w
e m

ay 
reasonably suppose can be called to m

ind by the m
ajority of individuals in 

a given socie ty at a particular m
om

ent of its history: that w
hich is "com

m
on 

know
ledge":" Jaoui recognises the individual dim

ension of com
m

on 
know

ledge -
the rertgai"e both touches the collective and at the sam

e tim
e 

m
ay evoke a personal experience. In another interview

, Jaoui says that a 
consensus about the choice of songs to be used in the film

 had been difficult 
10 achieve, because w

hat a particular song m
eant to one m

em
ber of the 

w
riting team

 w
as not w

hat it m
eant to another. The perception that the 

w
ords of a song m

ay have both public and private m
eanings is com

m
onplace, 

but nevertheless absent from
 Stiegl er's description of the ideological 

determ
inations of 'cinem

a' (the audio-visual in general). A
lthough he m

akes 
II beral use of psychoanalytic term

s in his essay on Resnais' film
, he uses 

lIe,ther the term
 preconscious nor unconscious, speaking only of 

lO
nSClousness, and 'consciousnesses' (a sort of 'collective conscious'). I 

Iw
l,eve Stiegler is both right andw

rong in presenting cinem
a as a totalising 

,1I,d potentially totalrtanan m
achine for the production of synchronised and 

IIII1Iorm
co

nsciousnesses. It is no contradiction to say this if w
e distinguish 

II,,, polrtlcal from
 the ideological. Stiegler is right in em

phasising the cxtenl 
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Photofnrufl"l. H
rochlon, 

0 
, 

to w
hich industrially produced com

m
odities have occupied not only real space 

but psychical space. At least one aspect of this -
the issue of copyright -

is 
clearly political. A

s Colin M
acCabe has w

ritten: 'in a w
orld in w

hich w
e are 

entertained from
 cradle to grave w

hether w
e like it or not, the ability to 

rew
ork im

age and dialogue, light and sound, m
ay be the key to both psychic 

and political health.' 10 The sam
e technology that has constructed the audio-

visual m
achine has put the m

eans of reconfiguring its products into the 
hands of the audience. But when 'tw

o thirds of global copyrights are in the 
hands of six corporations'JI the technological capacity to rew

ork one's 
m

em
ories into the m

aterial sym
bolic form

 of individual testam
ent and 

testim
ony is severely constrained. W

e rarely ow
n the m

em
ories w

e are sold. 
Stiegler is w

rong, how
ever, to ignore the fact that w

hatever the audio-visual 
m

achine produces is destined to be broken up by associative processes that 
are only m

inim
ally conscious." C

onsciousnesses m
ay be synchronised in a 

shared m
om

ent of view
ing, but the film

 we saw
 is never the film

 I rem
em

ber. 
Resnais' m

usical fiction film
 is set in present day Paris, apart from

 a 
brief opening scene, w

hich takes place in '944 tow
ards the end of the 

G
erm

an occupation of the city, and w
hich represents an historical event. 

G
eneral von Scholtitz receives by telephone a direct order from

 H
itler to 

destroy Paris. H
e sets dow

n the receiver, and w
ith a look of shocked gravity 

on his portly face ventriloquizes in perfect lip-synch the voice of Josephine 
Baker singing 'J'ai deux am

ours'. The effect is sim
ultaneously com

ic and 
uncanny, clearly played for laughs and yet utterly chilling. Throughout the 
light com

edy that ensues the singing voices that issue from
 the m

ouths of 
Resnais' characters are indifferent to the gender, race and age of their host 
bodies -

in unequivocal de m
onstration that w

e are w
itnessing the possession 

of a subject by its object, here in the com
m

odity form
 of the popular song. 

I began by talking about the various w
ays in w

hich a film
 m

ay be broken 
up, and its fragm

ents dispersed thoughout the environm
ent in w

hich w
e 

conduct out daily lives. W
here subjective agency is involved in this, the 

subject corresponds to w
hat Laura M

ulvey has called the possessive spectator. II 
I then w

ent on to describe som
e of the w

ays in w
hich m

em
ory and fantasy 

m
ay w

eave these fragm
ents into m

ore or less involuntary, insistent and 
enigm

atic reveries. The subject position here m
ay be assim

ilated to w
hat 

M
ulvey, after R

aym
ond Bellour, has called the pensive spectator." 

B
ernard 

Stiegler's essay about A
lain Resnais' film

 tells m
e that the fragm

ent that 
haunts m

e m
ay com

e to usurp the place of m
y form

er singularity. To the 
'possessive spectator' and the 'pensive spectator' w

e m
ust now

 add the 
category of the possessed spec/lltor. 
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