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Introduction

This book is about the emergence of the moving image, that is, an image that
moves by itself. At some point, self-moving images acquired an intrinsic role in
our media ecologies, circulating automatically in such ordinary settings as the
mobile phone and the television as well as in more glorious places such as the
art gallery or the movie theatre. It is obvious that a wide variety of technological
animations of the world have become embedded and ubiquitous in our lives
even to the point of confusing demarcations between their own dynamic quality
and the dynamics of what they are about.

The chapters that follow will take a genealogical look at the early steps that
made these automatic images become an intrinsic part of our experiences, feel-
ings and thoughts, in a word, of our being. The first problem in this endeavor
concerns the scope and delineation of the concept in question. Potentially, every
image moves, as we learn from myths. Even the statues (agalmata) sculpted by
Daedalos in ancient Greece were considered to have the ability to walk and run
away if not kept fastened, threatening in this way the delineation made in per-
ception between the world and its image. Although Daedalos’s works may ap-
pear paradoxical to our imagination, the myth itself nonetheless emphasizes the
fact that the “moving image” is not a simple term. Rather, it involves questions
of the ontological texture of reality and the epistemological weight of perception
and experience that travel and transform across the history of Western thought.

In this regard, however, one can distinguish a singular event in the history of
our “image-being,” which occurred in the late nineteenth century. It was then
that images actually began to move in a new way automated by a machine for
the recording and projection of moving images, which is generally called the
cinema. Images started to move in an idiosyncratic manner, and thus, Golems,
which could previously only be imagined in poetry or prose, became flesh on
the celluloid.

The focus of this book will be on the development and consequences of the
moment when images achieved automatic movement, covering approximately
the period from  to . The purpose is to encounter, map and conceptua-
lize this event, and simultaneously to refocus and redefine the cinema as one of
the predominant anthropological processes of modernity. How do we then un-
derstand the stakes at play in the image’s achieving self-motion? First of all,
movement of the image can be described in techno-physiological terms, so that
it becomes a question of engineering in the very sense of designing and con-



structing machines that harness natural resources. To picture a simple constella-
tion: the film camera registers a series of images at a determined interval, and
the series is then projected at a certain speed. When the projection rate is more
than approximately  images per second, the stream of images triggers a
physiological fact, which basically means the human brain is unable to process
the intermittent stream and perceive the images separately. This inability to
process very small spatial and temporal differences and a certain texture of light
and darkness, causes the brain to produce a continuum, an “artificial” or tech-
nologically determined block of space-time. The technical system of cinema
thus performs a trick on the nervous system. The moving image plays “on the
keyboard of our minds,” as the psychologist Hugo Münsterberg pointed out in
the s, and in this way exploits the nervous system and the brain.

However, this tells us very little about the essential aspects of the moving
image. That is because, as Martin Heidegger asserts, “the essence of technology
is by no means anything technological.” Instead, technology is an ontologically
and epistemologically charged mode of revealing. It discloses and by disclosing
brings forth; it is a way of letting appear and thus generating being. This also is
the essential technological fact of the event of self-motion at the turn of the
twentieth century. The technical apparatus of the cinema as well as the neuro-
physiological one assumed by it imply a technology of the moving image as a
mode of disclosing and bringing forth. The emergence of this techno-physio-
logical apparatus entails a singular and historically specific formation of ration-
alities, bodies and machines. This formation is here tentatively called the mov-
ing image and includes sensations, perceptions and thoughts embodied in
technical arrangements, artistic forms and figures, scientific formulas, and con-
cepts. The important point is that the moving image discloses and brings forth
the world in a manner specific to itself. Thus, the emergence of the moving im-
age amounts to a particular kind of beginning and modulation, consisting of a
variety of elements ranging from scientific and philosophical articulations to
filmic expressions and technical configurations that become layered into a con-
stellation of many voices and faces. It is precisely in terms of such a polyphonic
process of organization that Gilles Deleuze describes the event. The event is a
coming-into-being of things and entities and thus denotes, not structure, but
both variation and the generation of consistency.

Our aim, using this premise, is not to provide a historical treatise on the de-
velopment of filmic expression and styles or on the reception of cinema in cultu-
rally specific settings. It is rather to lay out a map – and inevitably a partial one
– of the implications that the cinematic medium has had on our capacities to
experience and think about the world. If the event encompasses the emergence
of being, mapping describes and conceptualizes the forces and powers involved
in the event, ones that primarily plot and organize the configurations of what
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we can see and say about the world. In outlining the theoretical and methodical
stakes at play in the work of his colleague Michel Foucault, Deleuze under-
stands cartography precisely as the practice of illustrating and analyzing the
microphysics of power and political investments of the body. In this sense, car-
tography traces the forces that, in a given social field, bring forth, combine and
regulate the conditions of seeability and sayability, the visible and the articulable.
Cartography consists of the activity of mapping the forces that make up our
reality. Deleuze calls the diagram such an informal force that gives rise to his-
torically relative forms of expression and content. The diagram is a “spatio-
temporal multiplicity,” which gives rise to the forms and figures that create the
reality we have. Deleuze describes it as something that, instead of representing
reality or being the subject of history, “produces a new kind of reality, a new
model of truth.” Moreover, the diagram “makes history by unmasking pre-
ceding realities and significations, constituting hundreds of points of emergence
or creativity, unexpected conjunctions or improbable continuums.” In De-
leuze’s interpretation, the activity of mapping turns into the illustration and
analysis of the forces of change, of the diagrams that direct, locate and create a
pattern of how the world turns out.

This is also what we mean by embarking on “mapping the moving image.”
We attempt to focus on the moving image as a diagram in the above sense, that
is, as a force of change which, instead of representing history, makes history
happen by organizing perceptions and prescribing actions – and thus “doubles
history with becoming,” to paraphrase Deleuze. Instead of looking primarily
at the forces that founded cinema, we approach the moving image as a force
itself, one that has quite significantly shaped the world we live in. In Cinema ,
Deleuze characterizes the moving image as a “bloc of space-time,” which
clearly resonates with the notion of diagram as a “spatio-temporal multipli-
city.” Cinematic aesthetics, in other words, already call for a sort of carto-
graphic function. This is what Tom Conley argues in Cartographic Cinema while
conceptualizing the cinema as a mode of cartography. Conley makes a direct
correlation between the diagram (in the Deleuzean sense) and film: “As a dia-
gram, too, given its ‘spatio-temporal multiplicity,’ a film would be an exposition
of relations of force, not just in what is seen on screen but also in the greater
space of its projection or emission.” On the one hand, cinema exposes the
forces prevailing in the social context in which it is embedded; yet, on the other
hand, cinema may also turn into a force itself and thus become coextensive with
the social field in which it operates, plotting behavior and perception within a
certain arrangement of power. As Conley suggests, “The beauty of the cinemat-
ic diagram resides in the way its own causes at once stand coextensive with and
even ‘program’ the reality that would be the sum of its effects.” In other
words, the event of the moving image, which causes the coming-into-being of
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“something,” cannot be separated from its effects. Understood as a diagram and
a force, the moving image programs not only the reality it shows and exposes
directly but also the reality it leaves unseen, that is to say, the reality it impli-
cates in its operations. It does so by creating new perceptions and articulations,
new connections of affectivity and modes of thought, and by making others
obsolete and disconnected. These connections and disconnections are the sub-
ject of this book.

Rhythm

Specific to the event of the moving image – the emphasis being on the word
“moving” that suggests process and change – is that it affects and disseminates
novel configurations of temporality, as has been recently shown by Mary Ann
Doane. In her work, Doane concentrates on the representability of time in the
film medium, discussing questions of instantaneity and the problematic rela-
tionship between chance and order as they became manifest at the turn of the
twentieth century. In our “diagrammatic” approach, we shall rather focus on
the ways in which the moving image harnesses, expresses and coordinates time
in its various forms. A crucial concept in this context is that of rhythm. That is
because rhythm modulates and coordinates various temporalities. Furthermore,
the concept of rhythm aptly incorporates the two basic features of cinematic
aesthetics, namely, movement and duration. Thus rhythm is an important ana-
lytical concept when mapping the “programmings” of behavior and perception,
which the moving image implemented circa .

The concept of rhythm has a history of its own in film scholarship. Most re-
cently, Yvette Bíro theorized filmic expression in terms of rhythms giving rise to
diverse kinds of temporal forms and layers. For Bíro, rhythm is a force that
organizes various, even contrasting, elements into an expressive whole, a recog-
nizable pattern, thus creating unity and meaning. Similarly, Jean Mitry, in the
s, pointed out the importance of the notion of rhythm when approaching
the cinema as a time-based art. Like Bíro, who stresses that rhythm is not only
the indicator of duration, Mitry posits that rhythm in the cinema should not be
understood as a simple matter of metrics but as something that gives rise to
relations of duration. In this sense, cinematic rhythms are not measures of time
but rather contribute to our perception of time and the duration of things and
events. Rhythms assign their temporal qualities to things and events. On the
other hand, the association of the moving image with rhythm has its roots in
numerous early film theories. The medium of cinema was described as some-
thing based on the power of organizing and shaping especially the rhythms of
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life and bringing forth new kinds of emotional and intellectual qualities in the
writings of Abel Gance, Germaine Dulac and Hans Richter as well as Soviet
montage theorists. Dulac, for instance, believed that it was fundamentally vi-
sual rhythms that gave “cinegraphic movement” its ability to appeal directly to
our emotions and arouse them. Dulac associates the cinematographic image
mainly with music and its emphasis on “pure” duration and process (as op-
posed to narrative development), arguing that “[t]he rhythm and the magni-
tude of movement in the screen space become the only affective factors.” In a
similar vein, Sergei Eisenstein writes that rhythm in the cinema is “a maximally
generalized depiction of a process within the subject matter, a graph of the
changing phases of contradictions within its unity.” In Eisenstein’s treatment,
the rhythmic function of the image, as performed by the technique of montage,
amounts to generating perception and sympathetic feelings.

In these early takes, the moving image is perceived in processual terms as
rhythms of affectivity and perception. This is also what Mitry means when he
associates rhythm with affective, dramatic and psychological intensities that are
involved in our perception of duration. To approach this issue from another
angle, we can point out how in  the writer Jules Romains was also hinting
at the importance of rhythms in cinematic embodiment in his essay “The Crowd
at the Cinematograph,” comparing the cinematic experience to a “group
dream.” In the cinema, he writes, “Creatures seem gigantic and move as if in a
hurry. What controls their rhythms is not ordinary time, which occupies most
people when they are not dreaming. Here they are quick, capricious, drunken,
constantly skipping about; sometimes they attempt enormous leaps when least
expected.” The cinema, Romains seems to suggest, creates its own sphere of
rhythmic being that requires a mode of assimilation in experience in which our
corporeal rhythms become those of the silver screen. This is something he sees
as a novel configuration of corporeality, where the visual rhythms and extraor-
dinary durations of films are lived as potential action within the audience’s af-
fective bodily interior.

Rhythm thus becomes associated with the cinema’s investment in sensory dy-
namics and is understood as the force that binds the spectator to the screen.
Münsterberg, who as an experimental psychologist must have been sensitive to
technological modulations of physiology, writes about film in a very similar
vein:

rhythm of the play is marked by unnatural rapidity. As the words are absent which,
in the drama as in life, fill the gaps between actions, the gestures and deeds them-
selves can follow one another much more quickly… This heightens the feeling of vi-
tality in the spectator. He feels as if he were passing through life with a sharper accent
which stirs his personal energies.
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Münsterberg indicates that rhythm in the cinema is neither a metric principle
nor is it necessarily a visual one. It is more of a felt energy, an intensity of sensa-
tion in the intervals of gestures and actions. As Deleuze described it, rhythm is
sensation on a “molecular” level, where one is moved (in both the physical and
psychological senses) by the force of the image that is not itself an object of
perception. One is moved by the intensities that the rhythms of the image dis-
tribute. Rhythm, it could be said, is the primary factor upon which the force of
the image – also considered the force of change and becoming – is based on.
In wider cultural settings, this focus on the affectively transformative

rhythms of the moving image echoes various modern technological and eco-
nomic developments based on the proliferation of new technologies of speed as
well as the processes of urbanization and industrialization. The train and the
automobile as well as the telegraph each emphasized mobility, change and the
fragmentation of sensation that rendered our perception of time and space as
discontinuous. As a response to the problematic of acceleration and fragmenta-
tion, it was during the era that the concept of rhythm acquired a central place in
conceptualizations of human psychology, social behavior and physiology. Bod-
ily and mental dispositions were mapped in terms of a network of organic
rhythms that inscribed, organized and formed both individuals and groups.

For example, Thaddeus L. Bolton in an  article aptly entitled “Rhythm”
proposed that rhythm is a universal “phenomenon in nature and in physiologi-
cal activity,” and, importantly for the psychologist, rhythms also hold the key to
the analysis of emotions and attention. For Bolton, diverse kinds of rhythms
and their relations extend from the cosmos to the human body and conscious-
ness. The composition of the body, which is itself essentially embedded in larger
rhythmic environments, comprises a complex web of tempos, cycles and repeti-
tions – including the heartbeat, respiration, walking, the circulatory system, ner-
vous reactions, and fatigue. The body becomes increasingly seen as something
processual and productive. Not coincidentally, rhythms also became key ele-
ments in the analysis of labor and efficiency, and the new rhythmic perception
of the body was thus coupled with the productive requirements of capitalism.

Furthermore, one issue that emerges in these conceptualizations concerns the
“contagion” of rhythms within and between individuals and groups based on
the suggestive power that especially bodily movements and gestures have on
us. This was also one of the principal modes of how early cinema screens ad-
dressed their spectators; as one of the first “meta-films” on cinema experience,
Edwin S. Porter’s Uncle Josh at the Moving Picture Show (Edison Manufac-
turing Company, ), displays with the comic character who becomes im-
mersed in the cinematic spectacle and dances along with the figures on the
screen.
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As these conceptualizations that coincide with, or directly apply to, the cin-
ema already suggest, the notion of rhythm does not point solely to film aes-
thetics, but also inscribes the medium within larger social fields and configura-
tions of power in modernity. While the cinema, in its aesthetics and technology,
introduces novel rhythmic renderings of our bodily and psychological pro-
cesses and our affective and perceptual capacities, it also opens these processes
up to the expansion of organization and control. Cinematic rhythms are, like
any rhythm, repetitions that create new modes of being, but also ones that bind
and captivate.

For a more nuanced understanding of the concept, we turn to Gilles Deleuze
and Félix Guattari, who approached the emergence and sedimentation of (ani-
mal or human) cultures in terms of rhythms, milieus and territories. Deleuze
and Guattari define milieus as blocks of space-time constituted by periodic re-
petition, whereas rhythms are what coordinate these heterogeneous space-
times. Rhythms are thus not simply repetitions or measures but, instead, pro-
duce differences between milieus, that is to say, differences by which milieus
may interact with each other and communicate. In other words, rhythms are
differential. When a rhythm becomes expressive, acquires quality, it marks a
territory. Territory signifies distantiation and thus forms the basis of cultural
activity. Territory separates, in human cultures between me and you, us and
them, mind and body, human and divine, here and there, now and then, for
example. These are basically spatiotemporal separations. Deleuze and Guattari
in part based their theory on the prehistorian André Leroi-Gourhan’s notions of
the creation of specific space-times that operate via our becoming distantiated
from natural rhythms like those of stars, the seasons and days, as well as those
of the body. “Upon these nature-given rhythms,” Leroi-Gourhan writes, “we
have superimposed the dynamic image of rhythm created and fashioned by hu-
man gestures and vocal emissions and, lastly, the graphic records inscribed by
hand upon bone or stone.” Leroi-Gourhan notes that as soon as a material and
functional element in a milieu such as a physiological organ, sound or a stone
becomes expressive, a territory is created. Gestures arise that paint and faces
speak. Crucially, natural rhythms become expressive and begin to mark an
emerging culture through different media, basically, image, sound and writing.
The media disclose and bring forth new kinds of pulses and thus are essential
elements in the creation of bodily and cognitive capacities.

The notion of rhythm comes then as essential to understanding the effects of
the moving image in cultural change. The crucial point to note here is that
images animated in the cinema can be seen as constellations of rhythms that
shape and arrange our existential territories and forms of life, how we engage
in individuation and differentiation as corporeal, psychic and collective beings.
From this viewpoint, we can pinpoint the anthropological and ontological im-
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portance of the medium that has so much defined the twentieth century. Ac-
cording to the “rhythmic” approach, the moving image appears as a dynamic,
creative event of disclosure and capture. The moving image is considered in
terms of modulation and reorganization in the rhythms of human existence,
which relate to the corporeal and intellectual ones by which we connect to the
world but are simultaneously separated from it as well. It engages in the crea-
tion and repetition of singular rhythms according to which the world becomes
something that is experienced and known.

Importantly, the concept of rhythm also influences our theoretical framing of
the moving image, shifting the attention away from the notions of gaze and
representation, which have been common elements of film theory since the
s, to dynamic modulations that emphasize the image as encompassing ma-
terial and psychic intensities and fields of individuation based on repetitions
and differentiations. Rhythm underscores the morphogenetic aspects of the
moving image in its capacity to modulate movement and perceive time, while
referring to the ways in which the medium gives rise to new forms of embodi-
ment, action and thinking – simply put, it creates a new kind of consistency.
What the cinema introduced to visual systems was movement and, conse-
quently, a novel potentiality for immanent production and unforeseen conse-
quences. As Thomas Elsaesser has pointed out, the question of visuality in cin-
ema starts by pertaining to events that create contingent connections and
disjunctions, emergent patterns, rather than by concentrating on the image as a
mere mirror of our meanings and intentions. The focus is the intense dy-
namics of the image, that is, the ability of the image to generate affectivity, lo-
gics of sense, and modes of thought. As Patricia Pisters observed, “images (cin-
ema included) are realities in their own right, not something of a second
order.”

Gesture and Thought

The moving image first of all emerges as a certain bodily crisis at the heart of
modernity in which the rhythms of the new medium become expressive in a
rather singular way. According to Giorgio Agamben, the development of cin-
ema became increasingly reflected in the occurrence of nervous gestures and their
scientific scrutiny by the end of the nineteenth century. Referring to Gilles de
la Tourette’s observations of walking disturbances in the s, Agamben notes
a mode of vision that “is already a prophecy of what cinematography would
later become.” This vision minutely scrutinizes and cuts up the gestures of
walking in a frame-by-frame manner. What it discloses are fitful, uncontrolled
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bodily rhythms and the lack of motor coordination visible in various kinds of
tics, spasmodic jerks, and mannerisms, a clinical profile of what would later be
called Tourette syndrome. In Agamben’s analysis, however, these nervous ges-
tures are not solely a matter of medical history, but more fundamentally, also
embody changes in our cultural being brought about by cinema. Agamben sug-
gests that cinema realizes a certain kind of modulation of bodily dynamics and
also generates dislocated and erratic gestures in focus, a serious alteration of our
corporeal rhythms. This aspect will be further developed in the course of this
book, focusing on how the phenomenon of nervous gestures epitomizes the
modulations and disturbances in corporeal rhythms that the moving image ef-
fects.

Pascal Bonitzer argues that “the only currency” of cinema during its earliest
steps was “that of gesture.” Similarly, Agamben asserts that the gesture is the
basic expressive element of cinema. Based on these conceptualizations, one
could say that the moving image is gestural by nature. It takes not immovable
and rigid forms but material, bodily dynamisms as its subjects. This can be seen
in early film’s attachment to and even obsession with uncanny, mechanical and
nervous gestures as demonstrated by George Méliès’s or the Edison Manufac-
turing Company’s “single-shots” as well as the Doppelgängers that haunt the
German cinema of the s and s. This obsession highlights the particular-
ity of cinematic embodiment based on how the new medium transposes the
living being, its affects and actions, into its mechanics by automating its func-
tions.

Generally speaking, the gesture is not simply bodily movement but “a man-
ner of carrying the body,” as the Oxford English Dictionary defines it. It is a cor-
poreal rhythm that has become expressive, a rhythm of quality. Michel Serres
points out that the gesture signifies a separation from genetic automatisms (a
distantiation from the purely biological milieu that occurs among human as
well as other animals). The gesture can thus be seen as a very basic mode of
distantiation and separation. Instead of being merely a means of communica-
tion, it imparts a sense or “feeling” of demarcation, which is a vital process of
psychogenesis at the source of life. For Leroi-Gourhan, who makes extensive
use of the concept (never straightforwardly defining it, however), the gesture
operates in close relation to tools: both are sequentially organized into an opera-
tional synergy by employing a “syntax.” They form an “operational se-
quence” (chaine opératoire), a series of actions, which transforms matter from
one state into another. With animals, tools and gestures are often combined into
a single organ: “The crab’s claws and jaws are all of a piece with the operating
program through which the animal’s food acquisition behavior is expressed.”

From this starting point, tools become exteriorized as in human behavior: the
hand is exteriorized when it holds a hammer, for example. Finally, in modernity,
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both tool and gesture become embodied in machines – which also includes the
cinematographic machine. Leroi-Gourhan’s notion of gesture points to the role
that technique plays in the general “history of life.”

Changes and developments in corporeal and intellectual capacities are funda-
mentally a matter of programming these capacities as tools and machines. In
this respect, it is important that Leroi-Gourhan attributes no finality to tech-
nique itself; technique has no predetermined goal. One could say that techni-
cal gestures, which amount to various modes of psychogenesis, are means that
nevertheless have meaning in themselves, certain kinds of functions indepen-
dent of any ends. They refer to their own mediality or their media character as
openness. As Brian Rotman notes, gestures draw their affective force and psy-
chosocial meaning by virtue of their occurrence as events. The programming
of gestures in media technologies modulates our corporeal and intellectual
capacities immanently in the fact that gestures take place, how they happen
and in the process of their becoming expressive.

In this way, the crisis of gestures implicated in the emergence of the moving
image can be understood in terms of changes occurring in the history of life,
changes that incorporate bodily rhythms such as breathing, the heartbeat and
walking, for instance. Nervous gestures signal how the body becomes caught in
a novel type of medial arrangement in the cinema, as well as the occurrence of a
new form of life that the technology of self-moving images implies. They reveal
cinema not only as “the intensification of nervous life,” to quote George Sim-
mel’s famous characterization of the status of experience in modernity, but
more fundamentally, as a technology that becomes the very stuff of life.

Walter Benjamin, as is well known, was among the earliest scholars to notice
the importance of cinema as one of the serious psycho-physiological challenges
in modernity. Regarding “the basis of the rhythm of reception in the film,” Ben-
jamin notes that the individual in the cinema is subjected to technological bom-
bardment of the sensorium that increases in velocity and intensity, and gets
caught in “a series of shocks and collisions. At dangerous intersections, nervous
impulses flow through him in rapid succession, like the energy from a bat-
tery.” Benjamin compares the repetition of cinematic spectacles to that of auto-
matized gestures and purely reflexive actions, which, according to him, were
disseminated from industrial work processes outward to larger cultural arenas.
What is important here is that the cinematographic image thus appears like an
energetic field that directly involves our bodily dynamics and also affects our
perception and agency. Tom Gunning has subsequently problematized early
cinema from a similar angle with his concept of a “cinema of attractions” that
develops the notion of the moving image as a medium with the impulsive and
the affective as the primary mode of address. The context here is not only the
internal development of film but larger mutations in modernity, when images
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began acquiring new functions related to direct physical stimulation and per-
ceptual manipulation. In a similar vein, Rae Beth Gordon has recently dis-
closed early cinema’s intimate relation to corporeal pathologies and nervous
gestures, showing how the cinematographic image yields corporeal submission
in its technological aesthetics. In this case, as Lisa Cartwright has also pointed
out, cinematic gestures appear to be programmed within the medical practices
and scientific perceptions of the era in which modern forms of power started to
invest heavily in the body.

The problematic of nervous gestures that the cinema incorporates thus im-
plies broader socio-technological arrangements of modernity. Jonathan Crary
rightly points out that, “What we familiarly refer to, for example, as film, photo-
graph, and television are transient elements within an accelerating sequence of
displacements and obsolescences, part of the delirious operations of moderniza-
tion.” For Crary, these operations revolve around the annexation and organi-
zation of bodily and psychic capacities within capitalist circles of production
and consumption. In creating spheres of accelerating consumption, new image
technologies circa  also amounted to putting up novel systems of percep-
tual transformation and sensory adaptability. In this configuration, cinema is a
technology that captures, quantifies and reorganizes – in a word, diagrams –
our bodily dynamics, marking thus a considerable transformation in how we
comprehend the world around us. It implements a particular kind of bodily
cartography that programs the gestures by which we differentiate ourselves
from our surroundings. Friedrich Kittler points out that, as far as modern
science and aesthetics, the world is no longer coded and bound up in the sym-
bolic realm of signification. Instead, the seeable and the sayable boil down to the
functioning of technological media that select, store, and produce senseless phy-
sical realities themselves. What counts in particular is that in cinema, the ner-
vous system’s sense of time, in its contingency and singularity, becomes a vari-
able that can be spatially mapped and manipulated.

Thus the moving image situates itself at a certain threshold that has been
employed throughout Western thought to define the human animal. This is the
distinction between voice and language, which for Aristotle, among others, em-
bodies the separation of politics, the properly human bios, from so-called natu-
ral life or zoē. Aristotle believed that only the animal capable of language – to
zōon logon ekhon – is capable of a political and good life. Thus, politics funda-
mentally embraces the fulcrum of Western metaphysics regarding the simulta-
neous conjunction and disjunction between the animal and logos, body and
thought, bare life and political existence. However, as Michel Foucault has
shown, this threshold in modernity becomes reorganized, as natural life be-
comes both the object and the subject of political operations. Foucault is refer-
ring to the “entry of life into history” in the sense that “phenomena peculiar to
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the life of the human species” enter “into the order of knowledge and power,
into the sphere of political techniques.” The crisis of gestures expresses a cru-
cial shift so that the living being gets caught up in novel networks of power
characterized by Foucault in terms of biopower, one that introduces life “as
such” under the workings of governance. Gilles de la Tourette’s perception al-
ready hints at larger developments within which the living being qua living be-
comes drawn into a rationality that wants to take care of life – to direct, multi-
ply, calculate, modulate and thus control life itself – and distribute it in the
domain of value and utility in terms of (re)action and reproduction, that is, in
terms of work and procreation. Life as such, the simple fact of living, which the
Greeks called zoē, becomes inseparable from political life, bios, as the privacy,
even secrecy, of life appears to be open to observation and control.

Agamben refers to this form of life as “bare” or “naked” (la nuda vita). This
is also the form of life that the cinema implicates in its mechanics, as we shall
mainly develop in chapters -. We will track this aspect of the event of the
moving image down to the cinema’s genealogy in experimental physiological
and psychological laboratories, where the cinema qua technology of movement
emerges as the immanent modulation of the dynamics of the nervous system,
physiological disposition, and affective life of sensations. In this context, the cin-
ema puts up a techno-scientific zone of indistinction between zoē (private, inti-
mate) and bios (public, open), which programs modern technical gestures. Fun-
damentally, these are also the gestures that the early cinema of attractions takes
as its subject in various styles and forms, ranging from the nervous and curious-
ly decomposing bodies of Méliès’s performative cinema to experiments on per-
ception in actuality films. In one way or another, the moving image seems to be
a specific type of shaping and organizing of our corporeal capacities, which ob-
scures the difference between our sense of self-motion and spontaneity of our
bodies and the perception of automatic movement on the silver screen. Further-
more, engaging vital bodily rhythms such as breathing and the heartbeat, cin-
ema creates circuits of affection and action that result in a specific type of psy-
chogenesis, ones within which a new type of “living being” is individuated.
However, by taking a cue from early film theorists, we can note that there is

also another dimension to these developments and other kinds of programming
involved in the event of self-motion circa . Writers as diverse as Antonin
Artaud, Germaine Dulac, Sergei Eisenstein and Jean Epstein have emphasized
that, in addition to the intensive and “neurasthenic” corporeal dynamics it is
related to, the cinematographic image also recasts how we apprehend the world
and ourselves in thought. The cinema is not only about shaping our affective
investment and forms of life but, equally importantly, it also changes how we
consider reality at a conceptual level. Artaud’s views on cinema reflect this in an
interesting manner. For him, the moving image plays out its biopolitical voca-
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tion in its direct influence on our neurophysiological being. Through its rhythm
and speed, Artaud writes, “The cinema is an amazing stimulant. It acts directly
on the grey matter of the brain.” However, by the same token, Artaud also
thought that the cinema amounts to a “turning-point in human thought, when
language loses its symbolic power and the mind tires of a succession of repre-
sentations.” What the poet considers the “virtual power of the image” pro-
duces a shock to thought processes and thus opens up new modes of thought
freed from previous forms and models. Sergei Eisenstein, on the other hand,
attributed a similar power to the cinematographic image, not just on the uncon-
scious level but also on a level that pertains to conscious operations. In his ty-
pology of various types of montage, Eisenstein proposed that cinematic
rhythms based on the material interactions of images can take the higher exer-
cise of thought as their subject, which applies to conceptual reasoning, for in-
stance.

Surely these writers’ ideas can be considered speculative and quite problem-
atic. However, what we can learn from them is that cinematic visuality may also
extend from dynamic embodiment to the encompassing of noetic configura-
tions. The moving image does not only tear open the surface of the body and its
affective texture, but it also cuts into the density and opacity of thought. In other
words, in addition to the biopolitical investment in the body, which is tangible
in various scientific perceptions and in the affective forms of early cinema, the
moving image developed as a certain kind of potentiality of intellection. Per-
haps we can even regard cinema as the essential twentieth-century model or,
rather, diagram of how we make sense of and conceptually understand the
world we live in. From this perspective, the moving image amounts to a carto-
graphy of thinking, providing a map with which we find our bearings in
thought. This is an image that directs our fundamental perception of what the
world is made of, that is, our apprehension of the constituents of reality.

Chapters - provide a cartographic approach based on this hypothesis. Their
primary focus is on the noetic potential inherent in the moving image that is
analyzed in terms of how the image’s kinetic and temporal dynamics became
manifest in conceptual shifts and changes in thought at the turn of the twentieth
century. The purpose is to map the ways that the moving image actually recast
certain key conceptualizations in Western thinking that have subsequently had
a strong influence on how we relate to the world and to ourselves. This will be
approached through filmic examples as well as through forms that, at first sight,
one might perhaps not expect would be examined so closely in a study on the
“moving image” – spanning the writings and diagrams of Sigmund Freud, Frie-
drich Nietzsche and Henri Bergson as well as examples from the era’s literary
works and visual culture. The importance of these thinkers to modernity, con-
cerning, for example, what it means to be human or the ontological importance
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of time, has been well documented previously. But our focus will be on the role
that the moving image has played in these developments, and what interests us
is how these examples disclose the ways in which cinema has let the world
appear in thought in fundamentally new ways. A case in point is the novel per-
ception of the “psychic reality” in Freud’s thinking, where the moving image
plays a central role in conditioning some of the basic epistemological assump-
tions involved in the nascent science of psychoanalysis. On the other hand, a
certain kind of cinematic dynamics is at play in the work of both Nietzsche and
Bergson, as they reconfigure Western thought regarding the concepts of dura-
tion, difference and repetition. We shall see how in each of these cases the mov-
ing image turns into a rhythm of thought that concerns, in one way or other,
new configurations of temporality, that is to say, the temporal texture of the
world and the epistemological and ontological importance we assign to it.

Art, Science, Philosophy

It may now be evident that this book is not only about the world of films, at
least in the explicit sense of the worlds that films exhibit. Rather, it is about the
world that cinema implies. When understood in terms of intensive, differential
rhythms, the moving image ramifies into several areas of reality, which it simul-
taneously programs. To unravel these phenomena, our analyses will discuss
scientific texts, philosophical conceptualizations as well as literary figures and
other artistic forms as well as films and film scholarship. Toward this end, we
model the rhythms of the moving image in terms of three capacities pertaining
to sensation, knowledge, and conceptual thought, which draws on the distinc-
tion that Deleuze and Guattari made between three types of both corporeal and
intellectual rhythms in terms of art, science, and philosophy. Each of these
rhythms is characterized by a mode of expression. In Deleuze and Guattari’s
taxonomy, art produces affects and percepts (blocks of sensation), science gen-
erates functions and propositions, whereas philosophy creates concepts. Sec-
ondly, each lays out a specific “plane” or territory that the creation of affects
and percepts, functions and propositions, and concepts presumes and simulta-
neously traces. Art operates on a plane of composition, which is most closely
connected to the animal world: it channels matter into sensible and qualitative
compositions (a song, a shape). Science extracts a system of coordinates from
the world, which becomes the plane of reference, a set of states of affairs, for
functions and propositions. Philosophy for its part supposes a plane that does
not concern sensation in terms of reference or composition of sensible qualities.
It lays out a “plane of immanence,” which is fundamentally about the ontologi-
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cal texture assigned to the world in conceptual operations of thought. This
plane is drawn by concepts that, according to Deleuze and Guattari, relate not
to states of things or to unformed matter but to the intimate sense of a thing or
being.

This book will “transversally” map the moving image at the intersection of
these territories of cultural activity without reducing it to any specific one
among them. In our view, the moving image belongs simultaneously to the
planes of composition, reference and immanence, whereby it turns into a singu-
lar kind of rhythm which for its part, according to its “tempo,” shapes the orga-
nization of affects, percepts, functions, and concepts. Furthermore, it is at this
intersection that the moving image itself acquires its contours and may thus be
framed as an object of analysis. As one might suspect, however, these are only
transitional contours that we can ascribe to the processual variations that the
moving image involves.

When modeled and mapped according to artistic, scientific and philosophical
activity, the moving image is identified as a “theoretical event,” one that occurs
in confrontations between theoretical conceptualizations and objects (actual
films, shots, pictures and texts). In this respect, let us make a conceptual clarifi-
cation: the moving image must be analytically separated from what is called the
cinema. The cinema is understood here as an empirically determinable tech-
no-aesthetic system of moving images. In this sense, the cinema encompasses,
among other things, the development of diverse technical arrangements (from
chronophotography to the cinematograph, for example) along with various
modes of expression and styles. The moving image, on the other hand, becomes
considered a constellation of corporeal and intellectual rhythms, that is, potenti-
alities of differentiation as expressed in art, science and philosophy circa .
In this way, the event of the moving image is approached as “ideal,” or to put it
more precisely, diagrammatic, rather than purely empirical. The diagrammatic
here covers, as already noted, the generation of being. It embodies a multiplicity
of differential relations or tendencies that direct processes of the world’s realiza-
tion; it defines the ways in which the world turns out. So, what we are map-
ping is the diagram rather than particular historical facts. Furthermore, in our
approach the activity of mapping also turns into the creation of concepts
through which this book is to articulate various differentiations effectuated by
the moving image insofar as they become manifest in actual affects, percepts,
functions, and concepts during the era. These concepts are: modulation, experi-
mental life, Umwelt, the paradox-image, the differential image, and the virtual
image. Each of them presents a critical point for navigation in thought, disclos-
ing certain directions while obscuring others.

To put it succinctly, this book presents the moving image as a strategic term
employed in the carving out of the role that various arrangements of visuality,
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movement and duration have played in the development of corporeality, per-
ception, and modes of thought in cinematic modernity. The following chapters,
which are titled after the key concepts developed in this study, present interre-
lated perspectives on these arrangements. Readers are welcome in the course of
reading this book to create their own maps by laying out the concepts on a two-
dimensional surface and rearranging them as they wish.
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1 Modulation: On Cinematic Gestures

Nervous Gestures

It is the movement and more precisely the experience of the self-movement of
our bodies that our sense of agency, our perception, and our consciousness rest
on and derive from. As Maxine Sheets-Johnstone suggests, bodily movement is
the primary factor in the ontogenesis of subjective and intersubjective worlds
alike. “Original kinetic spontaneity that infuses our being and defines our alive-
ness,” she writes, is “the foundation of our sense of ourselves as agents within a
surrounding world. But it is even more basically the epistemological foundation
of our sense of who and what we are.” With the emergence of the moving im-
age, something happens to that fundamental experience. As early accounts of
images invading the auditorium have pointed out, for example, the cinema
takes hold of the animate body by which we prehend and apprehend our sur-
roundings as well as the dynamics of our gestures that organize the world into
meaningful patterns and establish psychic consistency. Since the earliest days
of cinema, the world and the body in particular, indeed began to appear and be
experienced as ontologically unpredictable and curiously malleable, and some-
how not quite fitting into the categories of reason or corporeal schemata.
George Méliès’s trick films especially emblematize this change, blurring the ca-
tegories between the animate and the inanimate or the spontaneous and the
automatic while exhibiting the world and our bodies subjected to the pulsating,
arbitrary energies that make things appear and disappear without a pre-estab-
lished logic.

Prefiguring the contemporary audiovisual era, especially in how it prepared
the ground for numerous present-day morphing effects, Méliès’s aesthetics is
imbued with gestures in fantastic, magical transformations, unpredictable me-
tamorphoses, multiplications, and dislocations effected by dissolves, multiple
exposures, superimpositions, stop-motion substitution tricks, and other techni-
cal features of the film medium. Even though these kinds of tricks were a com-
mon subject of cinema in its early stages, Méliès’s work can be considered as
unique in this respect. Take, for example, Dislocation mystérieuse (An Extra-
ordinary Dislocation, ): a clown (played by Méliès himself) sits in a chair,



and suddenly the body begins to decompose, body parts such as arms and legs
are seen wandering around in the room on their own. In order to light a pipe,
the head suddenly detaches from the shoulders and floats toward a nearby can-
dle. In L’Impressionniste fin de siècle (An Up-to-Date Conjuror, ) the
conjuror lifts his female assistant in his arms, who then just vanishes into thin
air. As the magician jumps down from the table, the animate body suddenly
changes back into the female assistant. While these films display agile and
highly skillful technical gestures, they also present figures that are displaced,
distorted and animated, under the influence of unknown forces. What charac-
terizes these early films is a particular kind of indetermination concerning out-
of-control bodies that have lost their definition and also a world that has lost its
coordinates.

Here the unknown force that affects our bodies and the world we inhabit is,
obviously enough, the technology of cinema itself. As Tom Gunning has
pointed out, early cinema in general is first and foremost about experimenting
with the powers of the new medium – with “early” here referring to what Gun-
ning and André Gaudreault have termed the “cinema of attractions,” most spe-
cifically an aspect of film culture during the period -. It was not based
on the lure of narrative continuity but on the attractions of cinematic showing
(sheer movement of the image itself, close-ups, and magical transformations
using the stop-motion techniques, among other things). From this viewpoint,
Méliès’s films seem to be specific experiments of the technology’s powers to
modulate our perception of movement and sense of self-movement, to blur ca-
tegorical distinctions between the animate and the inanimate, and to question
our very being. For example, when in Les cartes vivantes (The Living Playing
Cards, ) the human-size Queen playing card turns into a woman of flesh
and bone, the moving figure thus evoked reveals the impossibility of making
clear-cut distinctions between a living being and the technology. The film dis-
plays how the cinema qua technology of reproducing and rendering movement
is the secret for transforming the animate into the animate. Vachel Lindsay, in
, observed that “[i]t is a quality, not a defect, of all photoplays that human
beings tend to become dolls and mechanisms, and dolls and mechanisms tend
to become human.” In this way, as Friedrich Kittler notes, cinematographic
tricks are about cinema’s powers and abilities to create new modes of sensation
and perception, new modes of being.

Obviously, the cultural strata on which these decomposing and disappearing
bodies emerge include century-old traditions of popular entertainment in magic
theatres, magic lantern shows and phantasmagoria presentations. Before get-
ting into the movie business, Méliès had the exclusive rights to the Théâtre Ro-
bert-Houdin and was evidently well versed in these traditions. Accordingly,
what the trick films articulate in thematic terms are the illusions and skillful
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gestures performed, among other things, in magic theatres by mechanical, opti-
cal, and prestidigitation tricks. However, in addition to these connections, one
can also point out other, perhaps less explicit, genealogies for Méliès’s trick
films, ones that relate to the aporia of self-movement that the cinema effectuates
in its mechanics. Méliès’s films stimulate continuous transformations and thus
portray the automatic character of the new medium that is capable of instigating
movements and events without causes or origins and producing action that
lacks agency. What one sees in Méliès – as in, according to Sean Cubitt, early
animation films such as Émile Cohl’s Fantasmagorie () – is how forms
and figures melt into vectors of movement that automatically generate and re-
construct themselves, confusing and perpetually reworking in this way the rela-
tion between subject and object, the viewer and the world viewed.

If we wish to indicate a forerunner of sorts for these ontological and percep-
tual mutations in the cinema, a strong candidate would be the Pipe-and-Tabor
player automaton constructed by French engineer Jacques Vaucanson in .
“[T]his little flute is held by but one hand. In the other the automaton holds a
stick with which he beats the Marseilles drum,” is how Denis Diderot and Jean
le Rond d’Alembert’s Encyclopédie (-) describes the android. “He gives
simple and double beats, different rolls for all the melodies, and accompanies
them, keeping time for the same melodies that he plays, with the other hand, on
his little flute... The apparatus for this consists in an infinite variety of levers and
different springs, put in motion with sufficient accuracy to follow the melody.”

The automaton is itself a kind of perceptual trick, but it’s one that incorporates
significant ontological and epistemological changes that characterize technolo-
gical modernity. When displayed at the Hôtel de Longueville in Paris, the an-
droid’s gestures were appraised as smooth and skillful, and the main point of
admiration was how a machine could acquire the virtuosity of human being.

What we are witnessing here is the emergence of a zone of indetermination or
indiscernibility between spontaneous and automatic, the living and the ma-
chine. The machine automatically generates its own movement and thereby
challenges clear-cut divisions between subject and object.

Furthermore, one can see this zone of indetermination as an aspect of the
darker sides of Literary Romanticism – for instance E.T.A. Hoffmann’s The Sand-
man () and its protagonist Nathaniel’s crude misperception of the object of
his desire. In Hoffmann’s satiric tale, poor Nathaniel is incapable of separating
Olympia, an automaton, from a living being due to the sheer beauty of the tech-
nological creature. He falls in love with the machine and tries to seduce it (or
her) at a party, in spite of the fact that Olympia is far from perfect but rather
appears as “deathly-rigid and speechless” and walks “with a curiously mea-
sured gait.”
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In all their ambiguity, Nathaniel’s misperception as well as Vaucanson’s crea-
tures anticipated what was to become, with the emergence of cinema, the reality
of perception and experience at the turn of the twentieth century, emblematized
by Méliès’s works such as Les cartes vivantes, which embody a confusion be-
tween the living and the non-living or the animate and the inanimate. Moreover,
in addition to these real or imagined machines, what Méliès’s films echo in their
compositions are, as Rae Beth Gordon shows, late nineteenth-century scientific
perceptions of the body and its pathologies that considered the human body as a
certain kind of technological arrangement. Under the eyes of the head of the
clinic of nervous disorders at the Salpêtrière in Paris during the period -,
Jean-Martin Charcot, patients are transformed into Golems that are essentially
speechless and walk with a curious gait and, in this way, converge with cin-
ematic figures as the movements of living beings merge with the mechanical
movement of images. Charcot observes one of his patients closely:

Notice that I have asked him to walk with an ordinary, only a bit precipitate step, and
off he goes, his body bent forwards, legs rigid and stretched out, one glued to the
other, so to speak, and braced against the tips of feet. In some manner the feet glide
on the floor, and they move through a kind of rapid trepidation... As the subject pro-
ceeds, it seems at each moment he is threatened by falling forward. In any case, it is
impossible for him to stop by himself. Most often he has to cling to a body nearby.
One could say that [he is] an automaton moved by a spring, and that in these rigid,
jerky, as if convulsive movements there is nothing that resembles the smoothness of
the actions of normal gait.

One should bear in mind when reading this description that dates from March
, , that chronophotographic experiments had already been carried out at
Charcot’s clinic and the jerky movements of the patients’ nervous bodies had
already been dissected and reproduced in the camera’s mechanics in order to
assist the naked eye in mapping out the symptoms on the surface of the body. It
is thus fairly evident that the mode of Charcot’s vision here coincides with the
cinematic perception of movement based on discontinuous cuts of separate
poses.

What the observation from this starting point confirms is that the zone of
indetermination and indiscernibility that arises with the moving image encom-
passes first and foremost the realm of pathos, bodily gestures, movements, phys-
iognomy – affects and actions – that are characterized by a certain kind of
“formlessness” and even, a “mistrust of the human form” as Hoffman described
it. Méliès’s films are also about this questioning of how the body discovers a
new, automatic and initially jerky rhythm with the cinematographic machine.
They configure the zone of indetermination as a process of bodily decomposi-
tion that rather directly takes up the same problematic of convulsive and “form-
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less” movements as the hysterical body. Regarding their genealogical back-
ground that is mapped here, one should nonetheless notice that there is also a
crucial difference between late-nineteenth-century moving images and nervous
bodies and late-eighteenth-century automata. While Vaucanson’s works seem
elaborate and smooth as they approach the limits of life, Charcot’s and Méliès’s
bodies become by nature convulsive, nervous, and “abnormal” as they ap-
proach the limits of technological automatism. These bodies appear to be in a
deep crisis.

This crisis, this formlessness of the body and its movements, points to a lack
of conscious control over corporeal (or mechanical) automatisms. A medical re-
port from  explains the manifestation of the body’s unknown forces as fol-
lows:

Mr. Magnan reported... a very curious case of a woman who from the age of twelve
would momentarily lose the free disposition of her movements while remaining fully
conscious however. These are, in the first place, movements analogous to simple re-
flexes, occurring in a part of a limb or in the whole limb... They encompass the move-
ments of the flexion or extension of the hand to the forearm or the forearm to the arm,
of the foot to the leg or the leg to the thigh, or the raising of a shoulder. Upon other
occasions, they include more extensive movements such as rubbing one’s hands or
walking forward. Unaware of a purpose, the patient enters a room, walks through it
and then moves back; but as she starts walking, she cannot stop herself and would be
seriously troubled if she were to stop. All these useless movements, without purpose,
are generated beyond her will; the patient recognizes them but remains incapable of
suppressing them…

As this “curious case” shows, an affective and gestural being emerged from the
conscious ego in the late nineteenth century. This being manifests itself first and
foremost in its involuntary actions, corporeal catastrophes, jerky movements
and nervous gestures, ones that, like Méliès’s figures, reveal a fundamental dis-
turbance of self-awareness related to kinesthetic experiences. Generally speak-
ing, as we shall see in the following chapters, in psychological and psychiatric
discourses of the era, psychosomatic pathologies – especially corporeal and psy-
chic intensities beyond normal consciousness – became understood in terms of
several kinds of motor automatisms and self-affecting “others” inside the indi-
vidual.

At the turn of the twentieth century, these corporeal catastrophes almost be-
came the norm. In moving from scientific perceptions to literary observations,
Rainer Maria Rilke’s The Notebooks of Malte Laurids Brigge () presents the
protagonist who, while walking along the Boulevard Saint-Michel in Paris,
notes the curious behavior of “a tall, emaciated man” whose body displays an
“awful jerking.” Interestingly, Brigge pays special attention to several types of
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micro-movements that the person seems to have lost control of, which appear as
rapid and nervous gestures without form or purpose. Brigge minutely observes
these movements as if in a cinematic close-up:

The collar of his overcoat had stood up, and try as he would to put it down again,
fussing now with one hand, now with both at once, he did not succeed. That hap-
pens. It didn’t bother me. But then I perceived with boundless astonishment that in
this person’s busy hands there were two movements: one a rapid, secret movement,
with which he covertly flipped the one collar up, and the other movement, elaborate,
prolonged, as if exaggeratedly spelled out, which was meant to put it down. This
observation disconcerted me so much that two minutes passed before I realized that
in the man’s neck, behind his hunched-up overcoat and the nervous activity of his
hands, was the same horrible, bisyllabic hopping which had just left his legs.

To continue the list of examples, gestures also became an issue in the theoretical
contemplation of visual figures. The German art historian Aby Warburg began
to observe and conceptualize the history of Western visual arts at the same time
as the scientific and literary observations of the nervous body were developing.
His observations were not expressed in terms of beautiful forms or sublime mo-
ments but, in the particular affinity they had with Charcot’s perception and the-
ories regarding the symptomatic of what Warburg called Pathosformeln, “emo-
tive” or “pathos formulas” related to the history of the psyche. These are, like
the figures under constant modulation in Méliès’s cinema, composed of pulsat-
ing, affective unconscious energies and forces that manifest themselves through
our bodies and shape our gestural being.

In all, one can say that a bodily crisis occurred with the emergence of the cin-
ema in the late nineteenth century, a crisis concerning gestures that expressed
the bodily rhythms by which we prehend our surroundings and simultaneously
apprehend it in our minds. Giorgio Agamben, in his short essay “Notes on Ges-
ture,” also links the development of cinema to what he calls “a generalized cat-
astrophe of the sphere of gestures” in the late nineteenth century, mentioning
Tourette Syndrome as an emblematic case. The connection that Agamben
makes between the moving image and the gesture is significant, because he
conceptualizes the rise of corporeal catastrophes as a sign of a deeper transfor-
mation in Western modernity. According to Agamben, the gesture, in general
terms, exhibits our nature as medial beings, that is, beings that are often differ-
entiated from other animals by the capacity to represent the world in meaning-
ful sentences and linguistic categories. The gesture signifies action by which a
fact becomes an event, a simple occurrence becomes endowed with sense. In
this way the gesture, Agamben argues, creates a sphere in which human beings
are allowed their “being-in-a-medium,” a “sphere of a pure and endless medi-
ality” that encompasses the process of differentiation between being and

30 Mapping the Moving Image



thought, the living environment and its cognitive mapping, a differentiation vi-
tal to the psychogenesis of life.

Now, as the bodily crises and Méliès’s work in particular evince, something
happens to the gesture in cinema and consequently to the being that the gesture
supports and differentiates. In this chapter, we shall look at how the cinema
emerged as a medium that immanently took hold of our “being-in-a-medium”
by continuously rendering the gesture, our bodily, rhythmic being, as malleable
in its mechanics. One could say that the gesture in the cinema gets caught in a
new system of sensation and reference, in new rhythmic constellations, so that it
changes in function and in substance. What is unique about cinema, as Gilles
Deleuze has shown, is that it automates movement, including our bodily move-
ments, and it is this automation of movement that gives rise to that new dy-
namic system. What characterizes the process of automation is that the gesture
loses its pre-established models and becomes an object of dynamic modulation.
In the cinema, Deleuze argues, the gesture becomes “a function of space and
time, a continuity constructed at each instant, which now only allowed itself to
be decomposed into its prominent immanent elements, instead of being related
to prior forms which it was to embody.” As Méliès’s experiments with the
powers of cinema demonstrate, the tricks that decompose and recompose the
contours of our bodies and the functions of our limbs make the nerves tremble
and jerk without periods of stasis so that bodily rhythms become subjected to
continuous formation. The moving image does not simply re-present bodily
gestures, poses and movements but, instead, harnesses gestures into its techno-
logical positivity by becoming immanent to them in terms of dynamically mod-
ulating the body.

Thus the cinema doubles the gesture and the animate body in its own medi-
ality. This was noted by early film theorists such as Élie Faure, who, in the
s, compared the cinema to dance in terms of immanently conveying the
power of rhythm, observing how the silver screen of moving images merges
with the plastic manipulation of bodies and limbs. Jean Epstein, in his early
writings, also considers the cinema not in terms of the narrative but as a tech-
nology that in its mechanics inscribes corporeal rhythms and frees the cadence
of life, thus projecting a new dynamics of bodily movements from locomotion
to respiration and mastication, among other things. Even if these theorists did
not directly articulate the anthropological implications of the new medium, we
can follow their conceptualizations to note how the moving image does not
have the gesture as its object but becomes a sort of gesture itself.

In this sense, we can see how nervous gestures with their jerky, saccadic
rhythms were actually incorporated on the silver screen, where the body not
only decomposes, but is also recomposed in a series of dynamic yet discontinu-
ous cuts. We can hypothesize that the emergence of the unconscious corporeal
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automaton or the nervous body is essentially intertwined with the new technol-
ogies of inscribing movement that emerged during the second half of the nine-
teenth century – essentially pointing to how the corporeal automaton appears
as a product of these technologies. The emergence of the cinema is part of the
generalized mechanization that was presented by modern technological media
in conjunction with increased capitalist power. This resulted in a situation in
which its functioning became intrinsic to both the physiological and the social
and cultural spheres. It is precisely this process that corporeal catastrophes, ner-
vous gestures and “abnormal” movements point to: how the body becomes a
moving image in the cinema through the modulation of its functions on the
screen.

Detached Heads

What forces are at work in the modulation of the gesture and the transformation
of the body in the cinema? While this question will be approached from mu-
tually complementary perspectives in the subsequent chapters, here we will fo-
cus on the scientific perception and theorization of the living being, in other
words, the plane of reference on which the body is captured during the nine-
teenth century. It is on this plane that the body begins to lose its boundaries and
merge with its technological modulations.

For this purpose, let us have a closer look at Méliès’s cinematographic work in
which the transformation of corporeality becomes emblematized. A repetitive
and recurrent figure in Méliès’s work is the image of a detached head. The fig-
ure often relates to another important characteristic: the multiplication of the
self and the body – bodies that double, triple, quadruple, until they totally fill
the screen. In Un homme de têtes (The Four Troublesome Heads, ) a
magician’s three detached heads happily sing as the magician plays the banjo,
and the film plays on the initial shock of the violent gesture that rips the head
from the shoulders, a gesture which is repeated several times as another head
suddenly replaces the previous one. As an unanticipated act of decomposition,
this trick clearly rests on an effect of astonishment, visual display and “presenti-
fication.” Simultaneously, however, it presents a deceptive perception, which
allows it to retain a sense of ephemerality and non-centeredness. There is in the
film’s aesthetics a suspension between immediacy and concealment in the ex-
perience of reality, a two-fold disjunction between appearance and reality,
which borders on psychosis and can be formulated as follows: the image is pre-
sent to me as an experience but mostly it eludes my gaze and apprehension; it
plays a trick on me. In other words, the self-movement of figures is not the self-
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movement of my body, while at the same time, this movement is not completely
objective outside of my being. Somehow it lies between inside and outside, sub-
jective and objective, or the fictive and the real. The apparitions seem endoge-
nous but do not have my body and brain as their source.

As such, Méliès’s figures combine some important lines of development in the
connections of corporeality, visibility and knowledge in modernity. In addition
to their explicit background in magic shows and stage illusions, the figures and
the malleability of the animate body that they witness can also be seen as philo-
sophical experiments, which echo Friedrich Nietzsche, among others, in their
take on the body as being first and foremost composed of intensive quantities
that operate on the surface and are prone to uncertain transformations and
modulations. In Méliès’s work, the depths of flesh are replaced by dynamic
and fleeting relations between forces on the surface, and the focus is on convul-
sive gestures and violent outbursts of energy that divide the figure. These cor-
poreal deformations point in particular to a specific kind of epistemological
shift in nineteenth-century life sciences, especially physiology, where the body
is no longer approached as something to be cut open and dissected but rather as
a visible surface composed of invisible forces. One could say that, as experi-
ments on the new medium’s powers, these figures depend on changes that took
place in the configurations between technology and scientific perception and
the available knowledge of the living being in the second half of the nineteenth
century.

The shift in physiology that Méliès’s figures recapitulate can be characterized
as a general tendency towards the experimentalization of life. First of all, this shift
is based on the view that movement is the most immediate expression of natu-
ral life and that the living organism is essentially dynamic by nature. Life is
identified with motion and process, while the living organism emerges as some-
thing composed of functions and energies rather than as a static structure. Fou-
cault points out that a synthetic concept of life is substituted for the classical
taxonomic notion: living beings are not divided into distinct classes according
to any general natural order, however, a common notion of life does emerge
that synthesizes the various manifestations of the living (e.g., genera, indivi-
duals, organs, structures) as a kind of connective force or principle. This prin-
ciple is movement. Secondly, the change in its definition results in the fact that
life ceases to be representable in a static tabular space that is observable by the
naked eye. The dynamics of the organism – its functions and energies – is not
immediately visible but withdraws and conceals itself from “immediate” recog-
nition. Hence, following Claude Bernard’s famous argument, the notion of life
as movement requires that physiological knowledge does not only consist of
observation. Moreover, it must encompass the experimental variation and mod-
ification of natural phenomena so that they appear “in such circumstances in
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which nature does not present them.” It is understandable that in order to
conceive what nature only presents indirectly, one can no longer rely exclu-
sively on static forms of texts and figures. Instead, other kinds of epistemic enti-
ties are needed to distribute essential knowledge about life phenomena, ones
that would be as dynamic as their subject, the living organism. These are the
entities that experimentalization will provide.

In the nineteenth century, a considerable institutional and epistemological de-
velopment took place in physiology, which was transformed from a marginal
discipline with no formal institutional identity into a distinct natural science.
This change generated, when the experimental method borrowed from physics
and chemistry was conjoined with a mobilization of scientific instruments in
producing knowledge about life phenomena. The particular role of instru-
mentation was significant in this development. Various graphic self-recording
machines presented visualizations of hitherto unobservable phenomena,
whereas different kinds of apparatuses were used to simulate the functioning
of a given organism. These machines made it possible to track life phenomena
down into experimentally quantifiable and verifiable “units.” Modern physiol-
ogy could even be considered the “queen of natural sciences” after the ma-
chines transformed it into a quantitative and experimental science instead of a
descriptive, vivisectional and anatomically oriented approach.

The physiological laboratory, viewed as a special kind of technological forma-
tion, crystallizes these lines of development. Experimental studies on vision
with so-called philosophical toys – most notably, Joseph Plateau’s phenakisti-
scope, Simon Ritter von Stampfer’s stroboscope, and William G. Horner’s zoe-
trope, all dating from the s – draw attention to the subjectivity and irrevo-
cable temporality of human perception, while simultaneously opening up the
quantification of perception in terms of intensity and duration of retinal stimu-
lation. On the other hand, the functions of automatic inscription machines –
so-called non-invasive techniques such as Carl Ludwig’s kymograph (),
Hermann von Helmholtz’s myograph from , and Karl Vierordt’s sphygmo-
graph () – are two-fold as well: they produce data on the life functions of
the object analyzed and, simultaneously, guarantee that the analyzing subject
will have the (ideal) possibility of receiving accurate knowledge with regard to
phenomena that withdraw from direct observation. What the machines incor-
porate in this instance is a crucial experience in modernity that “natural” sensa-
tion and perception remain unable to produce accurate knowledge of the world.
As Jonathan Crary points out, the importance of modern physiology is to show
that the subject of knowledge is conditioned by the anatomical and physiologi-
cal functioning of the body. No longer complying with the timeless order of
classical representation, knowledge becomes lodged within the instability and
temporality of corporeal existence. Epistemologically, a disjunction between
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perception and reality emerges, a disjunction emblematized in Méliès’s malle-
able and fleeting figures that defy immediate comprehension.

Hermann von Helmholtz, an influential figure in the development of physics,
physiology and experimental psychology in the nineteenth century, provides a
primary example of the general “crisis” of perception and representation, with
the crisis being a question of reference. Helmholtz’s epistemological and ontolo-
gical thinking is an odd mixture of semiotics and physics, which both testify to
the degradation of the possibility of any direct experience with the world. In
his “empiricist” theory of perception Helmholtz argues that psychological per-
ception – the processing and unifying of the data gathered by different senses –
is not an organic process alone but requires a complex task of learning and in-
terpretation. This view is supported by two “sub-theories.” First, his sign theory
as inspired by Johannes Müller’s doctrine of “specific nerve energies,” deals
with the problem of how identical physical signals produce different qualities
of sensory experience. Helmholtz arrives at the conception that there is an en-
coding that takes place between the physical signals and the physiological
“signs” when physical stimuli make the transition from physical energy to elec-
trochemical energy upon entering the nervous system. These signs do not re-
semble physical objects because the quality of a sensation depends principally
on the sensory system and the brain, which process the stimulus. A single type
of stimulus is capable of producing different kinds of sensations. Thus, Helm-
holtz rejects the possibility of knowledge by mere observation because sensa-
tions alone cannot present objective representations. The representational status
of the sign is not dependent on any kind of similarity between the sign and
what it is a sign of. However, signs should not be dismissed as merely subjec-
tive. Instead, Helmholtz contends, they enter into a legal-like relationship with
the physical stimuli, allowing them to be seen as something that corresponds to
the order of the natural world. This view is supported by a second sub-theory,
the theory of unconscious inferences, which attempts to re-establish the connec-
tion between the human sensory system and the object world by discovering
the laws that guide their interaction. The theory attempts to demonstrate that
perception requires rules that guide the interpretation of sensory patterns, and
that they are mostly applied unconsciously by the mind.

It is also this general lack of reference due to a distrust in human perception
that permeates Méliès’s aesthetics. The figure of the detached heads in particu-
lar focuses on the problem of representation and attempts to negotiate new
kinds of perceptual and expressive formations. For example, the effect of multi-
ple layering produced by several exposures of a film strip in Le mélomane (The
Melomaniac, ), where seven heads hanging on power lines take the role of
living, singing notes on a staff, affirms the enfolding of the eyes onto the web of
their own corporeality (fig. ). The eye becomes an organ of prehension and not
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one of objectification; it simulates and modulates instead of reflecting or gazing
at the world. This is due to a particular arrangement of space that the film pro-
duces, which Gunning defines as “a surface bearing the imprint of several
images that create an ambiguous area of often contradictory orientations.”

Several exposures of a film strip produce a surface in which the horizon, the
distance and even the gravity are all susceptible to disappearance, and moving
objects may occupy any point in space whatsoever with no hierarchy between
the diagonal, vertical or horizontal axes of action. Stop-motion and multiple ex-
posure techniques transform the space into a matrix of conflicting processes,
where living heads turn into singing notes or power lines into a musical staff.
This space, as Gunning notes, is metaphorical, but in the sense of a self-con-
tained and arbitrary metaphor of the process of the trick itself. The film is like
the human body for Helmholtz, in that it embodies and employs “signs” or
metaphors that, instead of having any direct relation to what we might picture
as physical reality, encode, process and transform the world according to the
self-enclosed spectacle of the film’s “specific nerve energies.” The film, in other
words, complicates clear-cut demarcations between what pertains to the
endogenous apparitions and what to the external reality. It gives rise to a special
kind of visuality, one that embeds perception within multiple simultaneous
layers of images and makes it bear, not on the outer world, but on its own tex-
ture as the effect of its own fabrication.

In this way, Le mélomane actually performs an experiment on the reproduci-
bility and transformability of the eye and corporeality in the cinematographic
machine, which is based on the blurring of figure and ground. With the multi-
ple-exposure technique, the ground becomes a flat surface for the inscription of
serial images, and it is as if the ground eventually melts away in this process of
enfolding several image “layers” into a complex and even contradictory surface:
one cannot distinguish between the image and its outside, where one image
ends and another one begins. Consequently, the possibility of a Cartesian be-
holder apprehending the entire world instantaneously is erased. Our eyes travel
uncertainly through separate areas and levels, mapping image fields by making
elementary and partial connections between diverse overlapping localities.

Thus, what is also crucial is that the distance between the image and the obser-
ver tends to obliterate, and the image becomes a simulation of the observer’s
body so that the moving ground, which is my body, becomes the figure, and
vice versa. The eye and the nervous system gradually enter into a zone of indis-
tinction with the technologically produced image.

Méliès’s experiment captures an important aspect of the role of instrumenta-
tion in nineteenth-century scientific practices that concerns how the technologi-
cally produced image and the observer, or the body and its technological coun-
terpart, get confused by new techniques of visualization and inscription. To
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continue to unravel the epistemological stakes at play in this context, according
to Helmholtz, the gap between the senses and nature is traversed neither
through any divine power nor an act of introspection or interpretation but
through experimentation. Both the sign-theory and the theory of unconscious
inferences rely on an empirical foundation and to a considerable extent on ex-
perimental tests. In order to acquire essential knowledge of natural phenomena
it is not sufficient to merely observe passively, one must also actively interact
with objects to deliberately alter their conditions. However, the human sensory
apparatus is limited at the outset in this respect. That is because Helmholtz con-
siders perception as pragmatic by nature: much of the sensory information is
ignored as humans unconsciously process incoming stimuli in order to pursue
successful actions as their primary objective. Or, as Timothy Lenoir points out,
for Helmholtz “[o]ur visual perceptions have real import, but rather than being
properties abstracted or copied from things, the contents of visual perceptions
are constructed by us through the practical actions we undertake in successfully
orchestrating our interactions with the world.” It is this pragmatic and limited
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nature of perception that the experimenter has to surpass in order to reach the
laws of phenomena. Consequently, instrumentation enters at the fulcrum of the
experimental approach. Regarding perception, for example, the law-like phe-
nomena that link physiological signs to physical signals should be approached
via the instruments, which both analyze and synthesize the functioning of, say,
an acoustic phenomenon. Analytical instruments, as Patrick McDonald points
out, operate by producing analogues of their physical counterparts. Synthesis,
however, is required to reconstruct the phenomenon analyzed in order to test
the hypothesis of its functioning. This is achieved by simulating the effects of
the phenomenon, which is how a lot of epistemic importance is attributed to
simulation techniques. Essentially, the synthesis that simulation makes possi-
ble demonstrates that there is, in principle, no real difference between the model
and the original, i.e., the technological and the living.

In this light, the word “simulation” should not be understood as a general
collapse into a world of subjective illusions but rather as a new kind of ontolo-
gical and epistemological formation. “Simulation” in its etymology refers to a
mere shadow of the world of real living beings and, at the same time, a false
copy or an artifice with the negative connotation of fakery. Nonetheless, there is
also another meaning of the word, which is more applicable to the changing
configurations of vision and knowledge in modernity. Since the Second World
War, simulation has come to designate an epistemological and cognitive prac-
tice in which one attempts to apprehend the properties of a given thing, phe-
nomenon or function by constructing an experimental model of it. Experimen-
tal situations simulate their subjects by creating an abstract model of the
subject’s substance and function that aspires to reproduce the subject and, even-
tually, to collapse distinctions between the original and the simulation.

In epistemological terms, then, the blurring and potential collapse of distinc-
tions between what is termed the “original” and its “copy” is a delicate ques-
tion. As noted, it should not simply be approached in terms of essences and the
logic of representation, in which case, one would argue for a gradual oblitera-
tion of traditional notions of true and false, for example. Simulation does not
follow the logic of representation but necessitates a “logic” of surfaces, accord-
ing to which it is not a question of depths – models and their copies, essences
and appearances – but of its functioning and its effects, of the creation of rela-
tions and new modes of being. In light of this kind of affirmative, “proces-
sual” and non-representational understanding of simulation, there is no trans-
cendental point of anchorage outside of the simulation practices. Hierarchical
relations between models and their (good or bad) copies are obliterated. Rather,
models and their copies – like the potentially infinitely multiplying heads de-
tached from their traditional positions in Méliès’s films – become effects of si-
mulation and simulation itself acquires the role of a productive force.
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What the plane of reference of nineteenth-century physiology rests on is si-
mulation in this processual sense, according to which two or more terms are
substitutable despite their disjunction. In fact modern simulation practices, ac-
cording to Jessica Riskin, had already emerged by the mid-eighteenth century.

Their emergence was inaugurated by a materialistic and mechanistic under-
standing of life and thought, one that undermines the exemption of conscious-
ness from mechanical explanation that Cartesian dualism would justify, and
was characterized by “a growing confidence, derived from ever-improving in-
struments, that experimentation could reveal nature’s actual design.” Within
the materialistic configuration of the body and the mind, a new kind of episte-
mological entity is introduced, namely, “the practice of using machinery to ap-
proximate nature, then experimenting on the model and drawing conclusions
about its natural prototype – in short, ‘simulation’ as we now mean it….” Dur-
ing the second half of the eighteenth century, simulations of life functions were
provided by mechanical automata, or “self-moving machines.” It is perhaps not
purely coincidental that Méliès had a stuffed peacock, which ate grains of hemp
seed, in his collection of “magical” objects. The apparatus resembled the cele-
brated mechanical duck, designed in  by Vaucanson to swallow corn and
grain as well as defecate a proper outcome. Riskin points out that, despite their
obvious spectacular function, Vaucanson’s automata were first and foremost the
results of philosophical and scientific experiments that complicated the demar-
cation between the living and the machine. Vaucanson’s automata manifested a
new epistemological formation relying on simulation, not in terms of technolo-
gical advance but in terms of perception and knowledge. That is because their
goal was to imitate the stuff of life both internally and externally. Earlier auto-
mata from the seventeenth century, for example, were designed only to mimic
the behavior of living beings externally and were valuable mostly as amuse-
ments, while late eighteenth-century automata presented a given organism
with its functions and its substance along with its appearance. They managed
to anticipate present-day research on artificial life, according to Riskin, because
they were “attempts to discern which aspects of living creatures could be repro-
duced in machinery... and what such reproductions might reveal about their
natural subjects.”

Initiating a zone of indistinction where separate terms can be conflated, Vau-
canson’s duck performed an operation that the cinema and pre-cinemato-
graphic technologies took up during the latter half of the nineteenth century:
the conflation of the moving, living body with its technological simulations
both epistemologically and in practice. It is from this viewpoint that we should
look at Méliès’s experiments, not in terms of fakery designed simply to trick the
eye and carry us to the realm of dreams or illusions but, rather, as attempts to
figure out what the technology of cinema can do to the body and which aspects
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of the living being can be reproduced and also transformed in its mechanics.
Méliès’s films show how cinema took hold of and shaped the functions of the
animate body. In films likeUn homme de têtes or Le mélomane the focus is on
the conflation of the experience of movement and the image automated by the
cinematographic machine – especially the ways in which cinematic tricks enable
events on the silver screen to become immanent with our corporeal and percep-
tual reality. The films question how cinema managed to modulate a different
reality from the one experienced within the limits of the physical body alone.

Non-Human Observers

As the case of Helmholtz reveals, when the order of reference between percep-
tion and its object is lost, analysis and simulation techniques are required to re-
establish the basis for possible knowledge. Instrumental “mediation” replaces
direct acquisition in understanding the world. This means that if experience
was previously guaranteed by a kind of atemporal frame of reference, in moder-
nity the grounding of epistemology appears problematic and requires technical
safeguards.

It is this experimental situation that provides the epistemological background
for the emergence of cinema, which is made tangible when we look at the scien-
tific horizon within which the first steps toward cinema technology were taken.
Helmholtz had a strong influence on the work of the French physiologist Éti-
enne-Jules Marey who is often considered to be a major contributor, albeit in a
somewhat ambiguous manner, to the necessary technical innovations that led to
the development of the cinematographic camera and projector. A decade be-
fore his efforts in this field, Marey had begun constructing artificial insects and
birds to study the “mechanical conditions” of flight as well as artificial organs in
order to research the circulation of the blood, among other things. These auto-
mata continue Vaucanson’s “program” of attempting to simulate life functions
experimentally. But, despite the short period of time allocated to automata,
Marey’s main concentration was on improving, designing and constructing di-
verse self-recording machines – graphic and chronophotographic apparatuses –
that, in the beginning at least, aspired to inscribe and analyze instead of strictly
presenting the appearance of movement. However, in this way, the difference
between inscription and (re)production of movement notwithstanding, it can
be argued that the conception of cinema emerged from the scientific practices
that were striving for the experimentalization and simulation of life.

Marey understood that the essence of living beings consists simply of move-
ment. This means that by inscribing and reproducing movement one attains the
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very stuff of life itself. As an eager proponent of the experimental approach in
physiology, Marey argued that vivisection “cannot be applied to the regular
play of normal life,” and he considered the living being – or the “animal ma-
chine,” as he termed it – a dynamic field of energies. Instruments, on the other
hand, are the “indispensable intermediaries between mind and matter.” The
physiologist believes that while the human senses and natural languages are
incapable of producing essential knowledge of natural phenomena, automatic
inscription machines can. The graphical method provides the scientist, the “en-
gineer of life” as one of Marey’s students called him, with machines that can go
beyond the obstacles that the senses and languages represent in the comprehen-
sion of natural phenomena, especially in their dynamic aspects such as “move-
ments, electric currents, variations of gravity and temperature.” The self-record-
ing machine will “penetrate the intimate function of organisms.” That is
because it relentlessly and randomly (without understanding or representation)
records the real instant by instant: t, t, t... tn. Interval by interval, the ma-
chine verifies the accidental and contingent duration of the organism itself,
whereby the curve of a myograph is somewhat parallel to the “excrement” of
Vaucanson’s duck: “nature speaks for itself.”

As for the deficiencies of natural languages, Marey argues, on the one hand,
that the graph produced by the instrument “translates” the language of natural
phenomena in a clear and concise manner, and thus provides a kind of univer-
sal language that is superior to other modes of expression. On the other hand,
regarding the senses, the machine shall replace the observer by acquiring the
kind of phenomena that are unattainable by direct observation. Marey made
considerable improvements on the technical configurations of numerous earlier
recording instruments such as the myograph that inscribes muscular activity,
the sphygmograph, or pulse writer, which traces the heartbeat, and the chrono-
graph that penetrates the infinitely small temporal intervals of reflex action. In
relation to the maximizing of the physical capacity of, say, a worker or a soldier,
a lot of effort is also focused on the study of human or animal locomotion, vo-
luntary movements such as the gait, running, and the trot. Importantly, the data
produced by automatic inscription machines, and later by chronophotographic
apparatuses, is further synthesized with the phenakistiscope and viewed in
slow motion, for example. That is because the synthesis of different phases of
movement provided by the apparatus (and earlier by mechanical automata)
demonstrates the analytical precision of Marey’s approach. The engineer ap-
praises the phenakistiscope: “by turning it less quickly, we cause it to represent
the movements much more slowly, so that the eye can ascertain with the great-
est facility these actions, the succession of which cannot be apprehended in
ordinary walking.” Generally speaking, as we have seen, the role of this syn-
thesis in experimental research is crucial to nineteenth-century science. Mechan-
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ical simulations, Peter Harman argues, are not only conceived in terms of repre-
sentations of reality, but they are seen as demonstrating the assumption that
phenomena could in principle be presented by mechanics. These simulations,
in other words, render phenomena intelligible. For Marey, a phenomenon
could not be fully comprehended without the use of simulation.

It is fundamentally the synthesis of movement, a process of simulation that,
coupled with data originating from analysis techniques, guarantees the referen-
tial framework which experimental perception and knowledge are based on.
Thus, the question concerns what kind of perception informs Marey’s research
in this respect. It should be emphasized that the mode of vision Marey is refer-
ring to is not that of the phenomenological observer but, rather, an automatic
one. It is the automaton that “perceives” and even “knows.” Technologies of
automatic inscription – “patient and exact observers, provided with more nu-
merous and perfect senses than our own” – as well as those of automatic syn-
thesis comprehend the areas of life that are usually ignored by human percep-
tion and consciousness. Kittler in unraveling the aporias of technological
modernity, aptly observes that “What people can no longer see or hear … calls
for technical media.” It is crucial to note, regarding this epistemological prob-
lem, that self-recording and simulation machines embody a degree zero of per-
ception, a kind of “zeroness” of perception, which takes place prior to the emer-
gence of the human observer. Consequently, these machines can be understood
as a type of non-human observer that generates the very possibility of visual
knowledge upon which the experimental framework is based. As producers of
non-sensed sensibilia, self-recording machines operate as partial observers that
embody the affections and perceptions without which scientific functions and
propositions would remain unintelligible. They create the sensibilia that scienti-
fic functions suppose.

These experimental simulations anticipate the cinematic perceptual system
insofar as the latter is at least potentially independent of the intervention of a
human observer or interpreter. As Méliès’s experiments show and what the film
theorists of the s confirm, is that cinema simulates a different nature than
the human eye can perceive. According to Epstein, the film camera lens serves
as “an eye endowed with non-human analytic properties. It is an eye without
prejudices, without morals, and free of all influences...” This eye more closely
approximates “the optical facets of a giant insect” than the retina; it operates
beyond the sensible – a point that has been reiterated by several contemporary
theorists such as Paul Virilio and Gilles Deleuze. Similarly, Méliès’s legendary
account of the “discovery” of stop-motion cinematography as the basis for the
substitution trick already implies this non-human nature of cinematic percep-
tion, suggesting how the cinema detaches itself from the limits of human sense-
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making by opening up a sphere of fleeting impressions and playing on a series
of accidental and chance encounters. Méliès narrates:

One day, when I was photographing as usual at the Place de l’Opéra, the camera I
used at the beginning (a primitive one in which the film tore or frequently caught
and refused to advance) jammed and produced an unexpected result; a minute was
needed to disengage the film and to make the camera work again. During this min-
ute, the passerby, a horse trolley, and the vehicles had, of course, changed positions.
In projecting the strip, rejoined at the point of break, I suddenly saw a Madeleine-
Bastille trolley change into a hearse and men changed into women.

Here the cinematic cutting up of the real and its synthesis concern dynamic
becomings rather than the appearance of static, self-identical forms. However,
what is at issue in Méliès’s account is editing, which, of course, separates filmic
expression from continuous curves traced by self-recording machines. The dis-
continuity in filming that this story brings up, is, nonetheless, related to the dis-
junction of representation and reality manifest in the self-recording machine.
Both cinema and self-recording machines automatically generate sensibilia
non-sensed by the phenomenological observer and produce technological mod-
ulations of movement that remain out of the reach of human perception and
consciousness.

Not surprisingly, analysis and synthesis technologies were meant to generally
replace even the human observer, to eliminate any subjective intervention in the
process of experimentation and data gathering. Lorraine Daston and Peter Gali-
son point out that the late-nineteenth-century epistemological framework is
characterized by the scientist-subject’s striving for self-discipline in which “[i]n-
terpretation, selectivity, artistry, and judgment itself” are considered subjective
temptations that require mechanical or procedural safeguards. Daston and
Galison call this general tendency toward the elimination of subjectivity “me-
chanical objectivity” in which automation is equated with authenticity, even in
a moral sense. The self-recording machine was meant to replace the interven-
ing, fallible and drained observer, and to introduce “freedom from will” rather
than freedom of the will.

Self-recording machines, the anti-hermeneutic systems that prefigured cin-
ema, ultimately established their own domain of reality. In Marey’s view,
“These machines are not only destined to replace the observer, in which case
they perform their role with overwhelming supremacy, but they also have their
own domain where they become irreplaceable. When the eye ceases to see,
these machines become the new senses of astounding precision.” The ma-
chines function as irreplaceable (moral) yardsticks for the blind, the deaf, and
even the psychotic. However, as Marey implies, no medium ever mirrors what
it “sees” or “hears.” It modulates and mutates the given object. More precisely,
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what Marey implies is that the pre-cinematographic simulation technologies
and the cinema generate an “ungrounding” and transformation of visual ex-
perience in terms of both sensation and knowledge, a transformation within
which sensation and knowledge are transported into a new domain.

During the latter half of the nineteenth century, new imaging and icono-
graphic technologies (X-Ray photography, chronophotography, cinematogra-
phy) and new technologies of speed (the bicycle, car, and train) generally
opened up a new, decentered configuration of “seeing” and visibility – one
that, as Monique Sicard shows, strived to exceed the field of the optical itself.

In this respect, it is important to point out the difference between long-exposure
photography and the new techniques of inscription and simulation. Of course,
the naturalistic qualities outlined above with regard to the history of the tech-
nology of moving images have also been attributed to photographic presenta-
tion, “the pencil of nature,” which developed along the same historical axis as
self-recording machines and philosophical toys, and often also served as the
model for understanding the cinematographic image. However, it seems that
long-exposure photography belongs to a register of sensation and perception
that is different from those of the cinema and pre-cinematographic technologies.
Following Deleuze, we can approach the problem by dividing it into three
kinds of images. First, “eternal poses” are images that have the status of a
rigid mould, which expresses atomistic instants that function through analogy
or resemblance. This is the category to which long-exposure photography be-
longs. Secondly, “immobile sections” are like snapshots that provide “any-in-
stants-whatever” of the world’s movement and are stuck between the immobi-
lity of the mould and the dynamics of modulation. They are potentially attached
to another image, and thus anticipate the kinesthetic and temporal aspects of
the third category, that of “mobile sections” which offer a temporal perspective
of the world and primarily refer to the cinema – shot and editing. But the self-
recording machines that immediately preceded cinema also fall into this cate-
gory. A salient point is that mobile sections are temporal perspectives that pre-
sent flexible modulations of the given “object” that constantly alter the identity
between the image and what it is an image of. Thus, in defining the difference
between (long-exposure) photography and the moving image, the distinction
between the mould and modulation becomes central. Deleuze wrote that, “the
mould organizes the internal forces of the thing in such a way that they reach a
state of equilibrium at a certain instant (immobile section). However, modula-
tion does not stop when equilibrium is reached, and constantly modifies the
mould, constitutes a variable, continuous, temporal mould.” According to De-
leuze, since the photographic image is immobile itself, it is the mind that has to
“add” movement to the image. But automatic inscription machines from myo-
graphs to the cinematograph produce movement by themselves, independent
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of an outside observer – just like Méliès’s tricks in which figures are put under
constant technological transformation by alien forces.

As for the modulation of life phenomena in the experimental laboratory, the
crucial point is that what is technologically produced becomes reality. It is fac-
tually “brought into existence” through tests, and is thereafter incorporated into
the world we perceive and know. Self-recording machines modulate “matters
of fact” by generating and not simply by re-presenting them. Devoid of repre-
sentation, the machines detach themselves from human understanding. They
are not confined to the intuiting of things within the limits of the human senses
and consciousness. Kittler stresses this point in his analysis of modern technolo-
gical media, which is similar to Deleuze’s thinking with respect to how he un-
derstands their epistemological implications. What is essential to the processes
of modernization, according to Kittler, is the epistemological shift from psycho-
logical translation to material transposition, which is inaugurated by technolo-
gies of automation and mechanical reproduction. Whereas psychological
translation designates an act of interpretation in which there is a bridge of ac-
cess and understanding between the encoding agent (e.g., nature) and the de-
coding interpreter (the subject), material transposition expresses the collapse of
this providential link. In the latter case, in keeping with Helmholtz’s and Mar-
ey’s automatic recording machines, no consciousness has the power to illumi-
nate the object being studied. That is because when they are conceived, ma-
chines relentlessly record what they sense, both things that make sense but
especially the nonsense.

Kittler notes that in an automatic writing-down system “transposition neces-
sarily takes the place of translation. Whereas translation excludes all particular-
ities in favor of a general equivalent, the transposition of media is accomplished
serially.” Translation is based on representation, the imposition of an a priori
form upon the sensible, which is the epistemological position Immanuel Kant
formulated in his critical philosophy. Transposition, however, operates through
the immanent modulation of the real, penetrating into the world’s rhythm mo-
ment by moment without recourse to any general model. The functions of self-
recording machines do not mirror nature’s imagined poesy which, to quote
Kant, “figuratively speaks to us in its beautiful forms.” Rather, they are auto-
poetic. They expose and impose their own mediality. The mechanized gestures
of a self-recording machine open up, in Agamben’s words, a general and imma-
nent “being-in-a-medium.” Or, to paraphrase Kittler’s insight, it is as if the
sense data “were originating in the brain itself” rather than emanating from
any particular mediating technique. This means that the machines produce
the world; they bring things into existence. They do not simply mediate be-
tween the subject and the object, or the cause and the effect. Instead, causes and
effects in modern simulation practices are immanent to each other, which
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means that the function of a self-recording machine is not external to what it
produces but the machine is immanent to what actually occurs. In Deleuze’s
definition, “A cause is immanent... when its effect is ‘immanate’ in the cause,
rather than emanating from it.” Not “mere” mediations but “immanations,”
the modulations that the self-recording machine forges should not be viewed as
somehow ontologically lesser beings than their objects.

This also applies to the technology of the cinematograph. Méliès’s films exem-
plify how, with the use of stop-motion and multiple exposure, cinematic visual-
ity becomes an inscription surface for events that lack a cause such as sudden
apparitions, dislocations, and metamorphoses, in other words, immanent occur-
rences of the cinematographic machine. In this sense, the figures of decompos-
ing bodies and detached heads, ones that point to serial modulations as well as
asymmetric relations between perception and reality postulated by the episte-
mology of simulation, take up cinema’s genealogy as a technology for capturing
the living and probe the medium’s capacities to automate processes beyond hu-
man perception. That is where their ontological uncertainty and contingency,
rooted in the confusion between external images and endogenous apparitions,
derive from.

Penetrating the Nervous Apparatus

We have now tracked the genealogy of the moving image down to nineteenth-
century dispositifs of recording rather than to optical models. The cinema, un-
derstood as a technology that translates image, perception, consciousness and
matter into movement, emerges from the nineteenth-century experimental
physiological laboratory. Focusing on Méliès, we have seen that the so-called
fantastic world of the trick film, representative of cinema in general, is just as
“scientific” as the reality that self-recording machines in the physiological la-
boratory generate. By conflating cause and effect, these machines, like their ci-
nematographic progeny, bring forth continuous, immanent modulations of the
real and confuse the sense of demarcation between the image and the world.
Consequently, our world becomes what the machines create. This is exactly the
function of Méliès’s tricks, which transform the figure on a playing card into a
living human being, or facilitate the endless multiplication of a body. They
show how the moving image is the effect of itself. The moving image is its own
reality and also determines ours.

One thing about these tricks is that they are obsessed with the human body,
as we have already pointed out regarding how the moving image emerged as a
corporeal crisis. This obsession suggests how the cinema since its inception gen-
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erated an assault on corporeality. Following this cue, one can consider the de-
tached heads and nervous gestures in Méliès’s work as singular manifestations
of the ways the body in cinema gets caught in a process of continuous modula-
tion of its functions and substance, a process which dissolves the body’s con-
tours and the sense of demarcation referred to above. In this regard, Méliès’s
experiments also echo the laboratory practices of experimental physiology.

Figure  Étienne-Jules Marey, chronophotograph of a running body, fromMove-

ment, ca. 

In Marey’s Station Physiologique, located in Bois de Boulogne, Paris, where
much of his research was conducted, it was specifically the sensorimotor system
that self-recording machines would immanently grasp by transposing it into
their own referential framework: bodies running, jumping, breathing and react-
ing connected to machines which tracked their dynamics down. In this config-
uration, the role of self-recording machines is to reduce physiological phenom-
ena to the functional relationship between variable quantities, that is, the
frequency and amplitude of the (chronophoto)graphic recording. Following the
epistemology of modulation, there is in principle no demarcation between the
recording machine and the body. The signs produced by the automaton appear
as immanent with the signs that circulate within the human motor and sensory
systems. The body as referent is thus transposed into serial points that consti-
tute the graph. The senses and body become apprehended through their ab-
stracted modulations that consist of the self-recording machine and the “data”
the machine produces (fig. ).
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Thus, the assault on the body concerns its transposability into the machine and
as a machine. It is worth pointing out that Marey mentions physiologists Wil-
helm and Eduard Weber as his precursors, for the Weber brothers were among
the first to use machines and measuring instruments as a method for simulating
life functions. Wilhelm Braune and Otto Fischer, who in the s continued
the research done by the Weber brothers and Marey, credit the Webers for de-
monstrating “that the movements of man, particularly in walking and running,
are amenable to mechanical processing.” This was the precursor of cinema. In
analyzing the Weber brothers’ work, Kittler finds the “origins” of the cinemato-
graphic medium in the scientific history of moving, especially in the human
body experiments and related work. Kittler points out the Weber brothers’
book, Mechanics of the Human Walking Apparatus, first published in , as a
landmark in that it presented one of the first attempts to scientifically visualize
the human gait and reconstruct the corporeal apparatus by measuring and test-
ing its motion. The goal of Webers’ anatomical-physiological work was to pro-
vide a mathematical theory of walking and running. Legs were considered a
differential system, a sort of pendulum, and the total motion of the human gait
was accomplished as a summation of partial differential equations according to
the three dimensions of space and the one of time. The brothers mathematically
deduced the various positions of the knees, hips, leg muscles and joints, and
drew a series of pictures representing a skeleton in each of the regular indivi-
dual phases of walking, running and jumping. The series would then be reani-
mated with the stroboscope, the “wheel of life,” for further verification. Kittler
argues that, in Webers’ experiments, movements were calculated in virtual but
visible spaces for the first time in the history of visual simulations.

The mechanical processing and calculation of the living being continued with
the development of self-recording machines. However, concerning physiologi-
cal phenomena, one of the most important variables in graphic and chronopho-
tographic recordings is time rather than the parameters of Euclidean space.
Temporality, which Kant, among others, considered impossible to empirically
investigate, became the subject of experimentation. Helmholtz’s “lost time,”
temps perdu, became the most enigmatic and challenging aspect of the study of
animal machines. Lost time was “discovered” during Helmholtz’s investiga-
tions of the speed of the transference of a shock along the nerve to the point of
muscular contraction. Lost time indicates the temporal interval between the
muscle’s reception of a shock and its contraction – a moment when nothing
seems to happen and which the human nervous system does not seem to detect.
More generally, what has to be traced is what Marey considers the “infinitely
divisible” space-time continuum, which supports the moving body, “les infini-
ment petits du temps” over which the body changes position. The diagram of the
self-recording machine makes minute changes in time visible and comprehensi-
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ble, while penetrating into the shortest intervals of the nervous system and
modulating these in a manner that allowed the system’s function to be calcu-
lated. As such, the principle of self-recording machines is, in fact, similar to
the one guiding Vaucanson’s duck, which was focused on the verification of the
interval between eating and defecating, in other words, the temporality of a
physiological process.

Marey saw that the graphical method confronted some fundamental difficul-
ties in tracing this temporality. The first one concerned the role of the mediating
apparatus, namely, the resistant properties of the conducting material. Search-
ing for the most immaterial link between the body and the instrument, Marey
moved from India-rubber tubing to air pressure, among other things. Even-
tually, photography that relied on light came to be considered the ideal “media-
tor.” Inspired by Eadweard James Muybridge’s experiments with instanta-
neous and serial photography under the providence of the Governor, or robber
baron, Leland Stanford, Marey entered the emerging field of chronophotogra-
phy. He not only adopted Muybridge’s method of sequential photography, but
also created a systematic multiple exposure on a single photographic plate to
register successive spatial positions of an animated body, that is, a continuous
passage of movement as in graphic recordings. This allowed the photographic
method to overcome the second difficulty involving experimental graphs, that
of harmonizing and making the categories of space and time compatible in a
single presentation. In Marey’s fixed-plate chronophotographs, one frame in-
cluded the positions of the subject filmed, separated by time intervals of con-
stant and known duration. The aim was to produce the largest possible number
of images on one plate and, as with sequential chronophotography, to penetrate
the smallest interval of time, that of lost time.

However, penetrating time created other difficulties especially in the photo-
graphing of the motions of large and/or slow-moving bodies. Since the camera
produced too many pictures too quickly, the phases of movement overlapped
causing (cognitive) confusion in the overall motion. One solution was a shift
toward more abstraction by suppressing the field of visibility for the eye of the
camera and by detaching movement itself from the bodies of the performers
(see fig. ). Marey covered the subjects in black cloth and marked their joints
with shiny buttons and metal bands in order to transform them into a graphic
notation. Only part of the body was visible, with the figure sometimes even
merging with the ground (understood as pure movement) to become a kind of
graph itself. This is a concrete example of how perception underwent radical
changes in modernity. In Marey’s case, the analysis and (re)production of the
nervous system require the introduction of time as a function into the image,
which again produces new kinds of body-machine assemblages. Most impor-
tantly, when inscription apparatuses begin to penetrate the nervous system’s
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temporality, the body begins to lose its thickness and contours. As Marta Braun
points out, in order to remove the “imprint of flesh and skin so as to reveal the
moving parts of the animate machine – the joints, levers, and fulcrums, the rods,
and pistons of the human body – [Marey] concocted a moving skeleton, denud-
ing the body of its flesh and volume.”

As a result of Marey’s chronophotography experiments, Braun sees that there
is a vision that goes beyond sight, a “new reality,” which further challenged the
tradition of Western pictorial presentation. This new reality is comprised of
figures that are susceptible to constant formation in vectors of movement that
the chronophotographic machine generates. The mode of vision here can be
characterized as “diagrammatic” in the sense that it outlines and automates in-
tensities and tendencies of movement and traces the body as a dynamic surface
of forces rather than as a substantial form. Specific to non-human automatic
observers, this vision aims at spatialization and calculation and substitutes di-
rect contact and immanent production – the conflation of cause and effect – for
distance and substance. It traces, scans, reorganizes and abstracts rather than
resembles or represents, and thus offers a specific kind of cartography of the
body.

Méliès’s films take up the kind of vision at stake in Marey’s experiments quite
directly. It is a vision that should be considered a constitutive potentiality of the
cinematic medium in general. As in Marey’s multiple exposure chronophoto-
graphy, in Méliès’s multiple exposure tricks bodies emerge first and foremost as
sites of experimentation and are seen as forces and processes that are subject to
technological modulation. The trick in L’Impressionniste fin de siècle that
shows the magician changing into the female assistant mid-leap dissolves the
identity of forms into vectors of movement that it simultaneously traces. The
animate body is scanned as a kind of graph of processual variation and auto-
mated as a tendency of movement. Here, as in Un homme de têtes and Le

mélomane, diagrammatic vision is about endogenous generation of forms and
figures, experimenting on perception and blurring clear-cut distinctions be-
tween the moving image and the viewer in a world where causes cannot be
separated from their effects.

The new reality that the body confronts in cinema is that it loses its substance
and becomes malleable, which allows it to adapt to the modulation in the mov-
ing image. This is the reality that Marey pioneered with his chronophotographs
and animations – film tricks, or trick films, that resembled Méliès films on de-
composed bodies and detached heads. Both consider the body as something
devoid of thickness and flesh, and as fundamentally quantifiable and malleable.
Representative of the moving image in the cinema in general, the trick film
should thus be considered something that captures those modern transposition
practices in which the body merges with technological media.
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To sum up the argument, cinema commenced the moment that animate na-
ture was subsumed under experimental explanation, which traces and aspires
to dividing, quantifying and controlling – analyzing and synthesizing – the time
of the nervous system. Cinema does not present immobile engravings or mod-
els of static anatomical structures, but effects immanent modulations of the dy-
namics of the animate body. In this light, the emergence of nervous gestures
points to the impossibility of differentiation between technology and reality
that self-recording machines and the cinema initiated. Automating spontaneous
movement in its mechanics, the cinema indeed appears to downplay the capa-
city to demarcate between the living environment and its cognitive mapping, a
capacity that bears on the fundamentals of the psychogenesis of life. The subject
of the next chapter will cover how cinema modulates a specific form of life that
can be characterized as experimental, one that is brought forth in physiological
laboratories and becomes first and foremost embodied in the mechanized, auto-
matic gestures of self-recording machines.
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2 Experimental Life: The Biopolitical
Context

Test Subject

The cinema emerged as an experiment of the corporeal capacities that obscured
the boundaries of our bodies in its mechanics. Georges Méliès’s trick films bear
witness to a fundamental blurring of the automatic movement of figures on the
screen and the spectators’ experience of the self-movement and spontaneity of
their bodies. Similarly, while complicating the separation between the cinema
and its viewer, the moving image and perception, they modulate the thresholds
of waking life and awareness. Recent psychological studies demonstrate that
kinesthetic bodily dynamics and self-movement form the core of the psycho-
genesis of conscious life and subjective experience. In this sense, sudden appa-
ritions, detached heads and decomposing bodies incorporate the shifting rela-
tions between media technologies, the animate body, and consciousness as well
as the unconscious in modernity.

Importantly, in this respect, Gilles Deleuze suggests that the moving image
developed in conjunction with an epistemological crisis in psychology concern-
ing how at some point it turned out difficult to maintain the position that attri-
butes the image to consciousness and movements to space. Deleuze explained
the problem: “In consciousness there would only be images – these were quali-
tative and without extension. In space there would only be movements – these
were extended and quantitative. But how is it possible to pass from one order to
the other?” From this observation, Deleuze also goes on to discuss different
kinds of solutions to this problem brought up in the works of both Henri Berg-
son and Edmund Husserl. Deleuze connects these to the new perceptual dy-
namics that the moving image activates and argues that it is precisely in the
cinema that the image and movement become immanent to one another and
where the distinctions between subject and object, intensive and extensive be-
come uncertain. For Deleuze, it is the automation of movement that finally blurs
the separations between the two orders.

However, what Deleuze leaves out of his observations is how the problem
was treated in the context of late-nineteenth-century experimental psychology.



This is a field of inquiry that should be highlighted because there is an impor-
tant connection between the experimentalization of the psychic world and the
sensory and perceptual arrangements generated in the cinema. One of the ear-
liest formulations of the problem concerning the overcoming of the dualities
between image and movement, consciousness and space, intensive and exten-
sive, was actually provided by the science of psychophysics as developed by
Gustav Fechner, a student of Eduard Weber’s, in his Elements of Psychophysics
(). Epistemologically, Fechner’s psychophysics stems from the kind of skep-
ticism regarding sense perception that is caused by the disjunction between sen-
sation and its external cause as postulated by Johannes Müller’s doctrine on
specific nerve energies. Fechner conceives this disjunction as “inclusive” rather
than exclusive: the disparity between our sensations and their cause does not
mean that subjective phenomena remain beyond the reach of quantification. On
the contrary, what was important in Fechner’s treatment was that it considers
subjective experience in terms of intensive magnitudes. Subjectivity becomes a
quantitative instead of being a qualitative phenomenon. In other words, “inter-
ior” phenomena like perception and consciousness are by nature attainable
through the measurement of external sensory stimuli. This is based on the view
that the relationship between what Fechner understands as psychic and physi-
cal energies is functional: “In general, we call the psychic a dependent function
of the physical, and vice versa, insofar as there exists between them such a con-
stant or lawful relationship that, from the presence and changes of one, we can
deduce those of the other.” Even though the relation between sensation and
external stimulation is disjunctive, it is predictable and calculable. To this end,
Fechner called his method “a just noticeable difference” (JND), which would
provide measurable units of sensation, that is, magnitudes of varying intensity.

What becomes essential in psychophysics is the notion of a measurable
threshold. Fechner derives the measurable units of sensation from the thresh-
olds of different senses indicated by the magnitude of external stimulus neces-
sary to cause the least noticeable sensation. These are obtained from the experi-
mental situation in which test subjects respond to various magnitudes of
sensory stimulation in order to judge the limen of their perception – a procedure
that opens up the possibility of quantification, rationalization and the increased
modulation of human perception and sensation. However, the notion of the
threshold also includes, as Fechner noted, “a certain paradox” regarding the
emergence of sensations only after the stimuli have reached a certain intensity.
In other words, the notion implies the existence of stimuli that remain below the
threshold of consciousness and which Fechner considers “unconscious,” desig-
nating them with negative values (the threshold being zero and conscious sen-
sations have positive values). Consequently, the quantification of subjectivity
that psychophysics initiates presumes phenomena that belong somewhere be-
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tween unconsciousness or anesthesia and a sensation we are conscious of. These
phenomena introduce discontinuity into perception and consciousness. As Jon-
athan Crary argues, by pointing out the liminal states, the notion of the thresh-
old shows that the apparently uniform perceptual experience itself is fragmen-
ted by more or less qualitative discontinuities. Furthermore, lacking essential
continuity, perception and consciousness become mechanically decomposable.

What troubled late nineteenth-century experimental physiologists and psy-
chologists were the automatic reactions that occurred prior to the threshold of
consciousness as well as the limen that separates them from voluntary, con-
scious action. These were studied in laboratory conditions employing various
measuring and recording instruments. Alfred Binet explains the technical orga-
nization of a psychological laboratory established in Paris in : six categories
of different kinds of apparatuses include, among other things, machines used in
physiology such as the myograph and the sphygmograph, Marey’s chrono-
graph, psychometrical machines such as the chronoscope, and diverse appara-
tuses for measuring sensation and memory. The so-called first laboratory of
experimental psychology established in Leipzig in  by Wilhelm Wundt
served as the laboratory’s model. Regarding the project of experimental psy-
chology in general, Wundt outlines that its primary objective is the “exact de-
scription of consciousness.” The description is achieved by a decomposition of
consciousness into its constituent elements, which pass from sensations and
perceptions to “representations,” that is, ideas of which the succession and as-
sociation Wundt considered to be the basis of higher forms of “apperception”
(concept formation, judgment, thought, and so on). Regarding methodology,
the project relies on instrumentation. First, sensations are analyzed by employ-
ing Fechner’s psychophysical calculations. Secondly, inspired by Hermann von
Helmholtz, Wundt posits that auditory and visual perceptions should be ap-
proached through simulation by means of the mechanical composition of
sounds and the stereoscope, respectively. Thirdly, the method for decomposing
representations is based on the notion of psychological time and its measurabil-
ity. For Wundt, this relies on experimentation on reaction times carried out with
the Hipp chronoscope. The reaction experiment was used to determine the
time needed to apperceive perceptions, a process whereby elements of physio-
logically determined experience are transformed into representations. Wundt
approaches this process by utilizing the concepts of the visual field (Blickfeld)
and the visual point of attention (Blickpunkt). The former designates the field of
consciousness in general, whereas the latter designates the act of apperception.
Thus the reaction experiment reveals the duration of the formation of conscious
representations.

In , while promoting the methods of experimental psychology in France,
Théodule Ribot characterized consciousness as consisting of “a discontinuous

Experimental Life: The Biopolitical Context 55



series of states of affairs separated from each other by short [temporal] inter-
vals.” Crary notes that in the late nineteenth century, in general, a model of
subjective experience arose that regarded consciousness not as a homogeneous
sphere fully present to itself and to the world but, rather, as a disjunctive assem-
blage of moving contents that varies according to the levels of clarity and
awareness, vagueness and responsiveness. Since it is not a self-identical entity,
consciousness also becomes something that can be put – and therefore always
already “is” – under constant modulation and variation. In this respect, it is
symptomatic, in Wundt’s view, that the arrangement of the experimental situa-
tion should be organized so that test subjects remain isolated from each other
and the experimenter. Criticizing this sort of an arrangement, Binet writes:

The subject is made to successively perceive the intervals to be compared. They have
to respond to one of three questions formulated beforehand: “equal,” “bigger” or
“smaller.” The subject cannot comment on these responses because they are trans-
mitted via electric signals... In this way, one does not expect the subject to have any
conscious consideration, and they are prevented from paying attention to internal
phenomena that may be generated. They are reduced to the role of an automaton.

Wundtian test subjects are reduced to neurophysiological beings responding to
varying sensory and affective intensities, and in the process they lose, according
to Binet, spontaneity, that is, their very subjectivity. Or, as Didier Deleule ar-
gues, the living machine produced in the experimental situation is made to
function like a “lifeless machine” in order to reduce the ambiguity of the sub-
ject’s behavior to a minimum and incorporate it into a set of constants. Con-
cerning the problem of overcoming the duality of consciousness and space,
then, what the proponents of experimental psychology came up with was the
following: one can pass from the order of quantitative movements to qualitative
images, and vice versa, by turning the test subject into an affective and “uncon-
scious” conglomeration of technological intensities and forces, by rendering the
subject as a moving image, a Golem of sorts.

A particular development in this respect takes place when the application of
psychological measurement shifts from subjective experience to human actions
as performances, that is, when the individual’s capacities are given a quantita-
tive structure. The German psychologist Hermann Ebbinghaus, a pioneer in
the experimental study of memory, developed a method for quantifying mem-
ory through the “exact measurement” of an individual’s achieved performance
in memorizing and reproducing series of nonsense syllables. Linguistic appre-
hension thus becomes a matter of calculating the nonsense. Concerning the
quantification of “will-times,” times of choice, and those of perception and
reading, James McKeen Cattell, a major figure in the development of psychol-
ogy in the United States and a student of Wundt in Leipzig, pointed out that
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“The processes of perception and movement may be regarded as psycho-physi-
cal, but it is also possible to measure the time needed to remember, to form a
judgment, and in the association of ideas.” Among the machines Cattell used
in his experiments was the tachistoscope, an apparatus that emits visual stimuli
– light but also pictures, words and symbols – from two or more stationary
sources separated by a regular interval. Since the duration of each stimulus is
extremely short, the device operates on the thresholds of conscious perception
and expressly focuses on the slow durations of the human nervous system.

As such, the tachistoscope can be considered prefiguring cinematographic
perception triggered by the automation of movement and montage. Both are
based on the technological production and mapping of the fleeting “presences”
and intensities of the human nervous system. Consequently, both solicit auto-
matic responses instead of synthetic judgments. With the shock and luminous
effects that it emits, the tachistoscope or, in Friedrich Kittler’s words, “the twin
of the movie projector,” instantiates the modern body defined as a field of
technological forces, and at the same time, as an unconscious machine – too
much light, too intense a shock, produces the loss of sight, a momentary blind-
ness. The conjunction between the shift from introspection to experimentaliza-
tion of subjectivity and the emergence of the moving image accordingly begins
to become tangible. Both point to a field of experience that exceeds the thresh-
olds of human sensation and perception, that is, to darkness and shadows sepa-
rated from the beam of light of consciousness. Both point to processes in which
qualitative images (sensations and representations) merge with quantitative
movements automated by the machine.

This situation aroused some critical responses of the mechanistic and associa-
tionist approach in psychology. Some preferred the indetermination of human
behavior, such as Henri Bergson, whose philosophy attempted a significant re-
configuration of the relationships of vision, consciousness and the world.

Bergson deemed the one who reacts to incoming stimuli without the self inter-
fering a “conscious automaton,” and characterized the majority of our daily life
as a series of reflexive acts. This is also one of the principal aspects of Bergson’s
critique of cinema because the cinematograph, according to him, only repro-
duced the composition of our corporeal and intellectual schemata in its me-
chanics. Moreover, Walter Benjamin, in his analysis of the emergence of mass
culture in conjunction with the cinema, was inspired by Bergson’s critique, and
saw that the reaction to and integration of incoming nervous shocks from the
increasingly technologized environment results in an experience that is asso-
ciated with corporeal automatisms and the deprivation of memory and thought.
Benjamin perceived cinema as approximating the experimental tests in which
perception conditioned by physical shocks was established as a “formal princi-
ple.” However, Benjamin’s critique continues, as Miriam Hansen has shown,
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because Benjamin, in addition to the general anaesthetization that the notion of
shock implies, also regards the cinema as a type of “innervation,” referring to
moving images as having the potential for novel kinds of aesthetic and bodily
experience and psychic disposition. Innervation implies a two-way process of
the conversion of mental, affective energies into a somatic, motoric form, and
vice versa, thus offering ways in which material images may yield new modes
of consciousness and apprehension. In any case, the notions of shock and inner-
vation, generally speaking, both view cinema as a neurophysiologically
grounded type of sensory and psychosomatic experience that solicits motor re-
sponses and affective binding, based on a fundamental reversibility between the
media technology and the body.

Thus it gradually becomes apparent how the change of the perceptual field
related to the modulation of sensation and consciousness in the experimental
situation finds its follow-up on the silver screen. In applying Deleuze’s argu-
ment about perception in the cinema to this late-nineteenth-century socio-tech-
nological context, we can see how it is exactly the technologically produced
moving image that erases the psychological distinction between the image as
psychic reality and movement as physical reality. As Deleuze suggests, the
moving image generates a zone of indistinction between the inside and the out-
side: it does not relate movement to any general, transcendental order (e.g., con-
sciousness) but, instead, recomposes movement arbitrarily from serial points in
time, in this way capturing perceptual synthesis into its own mechanics. At
the basic level, cinema plays on perceptual thresholds occupied by intervals of
motion succeeding each other so quickly that the brain is unable to detect them,
that is, to make a distinction between the inside (images in consciousness) and
the outside (movements on the screen). Cinema, like Fechner’s psychophysics or
experimental psychology in general, entails a mode of consciousness not as a
homogeneous sphere but as a disjunctive assemblage of moving contents that
waver on an uncertain threshold and remain constantly susceptible to falling
into the unconscious. This is what Maxim Gorky alluded to in  when re-
viewing the first Lumière picture show in Russia. Regarding the apparent life-
likeness of moving images as fundamentally nothing more than the movement
of shadows, he nevertheless noticed the modulating power of their spectral ap-
pearance: “This mute, grey life finally begins to disturb and depress you... You
are forgetting where you are. Strange imaginings invade your mind and your
consciousness begins to wane and grow dim.”

If it is not the waning of consciousness then at least it is a profound percep-
tual confusion that marks the aesthetics of early film, which often plays on cine-
ma’s capacity for registering the world in movement, things as pure mobility,
and for generating perceptual arrangements that directly challenge the viewer.
Among other things, mobile, dynamic and volatile views were achieved with
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cameras mounted on a rollercoaster or in front of a locomotive such as occurred
in the American Mutoscope Company’s The Haverstraw Tunnel (),
which presents one of the first “phantom rides.” The film is an experiment of
cinema’s capacities to modulate perceptual synthesis and awareness through
the purely mobile viewpoint that lacks a steady ground and accelerates in velo-
city. In the early accounts, Lynda Nead explains, the phantom rides were de-
scribed in terms of profound physical and spatial disorientation to the point of
being wrenched into the dynamic space of the film and the spectators’ bodies
becoming “part and parcel” of the mobile surfaces of the image.

A similar experiential configuration appears in the Edison Manufacturing
Company’s A Storm at Sea (), which is an actuality film comprised of a
series of separate shots on the deck of a ship during a heavy storm. It opens
with two men admiring the waves in a long shot, with the movement of the
ship and that of the camera being diagonal to the waves. Suddenly this view-
point changes, and in the final scene the camera hangs on the ship’s side, swing-
ing up and down without a steady reference point and showing alternately
huge masses of water and the sky filling the entire frame. The movement of the
camera corresponds to the pitching of the ship and thus unravels the way in
which the ship interacts with the sea. With the camera movement dynamics
(attached here to a moving ship) and changing viewpoints without a steady
reference point, A Storm at Sea destabilizes our capacity for perceptual syn-
thesis and especially our kinesthetic sensation of gravity. The cut from the deck
to the side of the ship encapsulates the effect of a sudden displacement as well
as the lack of control over one’s perception: the mobile view that uses the deck
as its solid ground changes suddenly into a wildly swaying, abyssal shot filled
with water and then the sky, a shot without gravity or ground for perception to
become differentiated from the movement of images. The effect of this discon-
tinuous spatial dynamic comprised of breaks and disproportion is sheer dizzi-
ness, as the film extracts movement as such from things and bodies (swinging,
speeding) through framing, selecting and disconnecting. Crucially, viewers are
no longer capable of occupying the center of their own perception but are forced
to merge with the intensities of movement the film puts into play. In this way A

Storm at Sea crystallizes a situation in which both the object and subject of
perception have lost their points of gravity.

Not surprisingly, Bergson’s critique of modernity and implicitly of cinema
also focuses on the problem of perceptual synthesis and continuity. In Matter
and Memory (), Bergson posits the perceptual field as an aggregate of fluctu-
ating images that affect the subject whose capacity for meaningful synthesis and
action becomes ambiguous: “Here is a system of images which I term my per-
ception of the universe, and which may be entirely altered by a very slight
change in a certain privileged image – my body. This image occupies the center;
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by it all the others are conditioned; at each of its movements everything
changes, as though by a turn of a kaleidoscope.” The image of the world that
Bergson offers here is multidimensional and volatile from the outset, one that,
like Méliès’s figures, lacks permanent, stabile and harmonious relationships be-
tween the figure and the ground. As Wundt’s concepts of Blickfeld and Blick-
punkt suggest, the contents of the visual field are in ceaseless reversal and dis-
placement. Bergson defines perception not in terms of representation but as
the sensorimotor modulation of images. Perception is not just about acquiring
knowledge – nor is it simply a receptor of incoming effectuation – but directed
toward action. It comes from but also elicits movement: “[Perception] expresses
and measures the power of action in the living being, the indetermination of the
movement or of the action which will follow the receipt of the stimulus.” As
such, perception originates from the temporal gap between the affection and
reaction of the nervous system, and occurs at the center of indetermination,
“my body,” or, the specific image, which constitutes subjective consciousness
and personality. For Bergson, “my body” organizes the world into meaningful
patterns through gestures with function and purpose.

According to Bergson, it is this specific, “privileged” image as the selective
horizon of meaningful synthesis and action that an individual reduced to an
automaton in the experimental situation, the test subject, lacks. Crucially, the
deprivation of the privileged image is what characterizes early cinema and the
spectator. In A Storm at Sea, the center of perception, be it the subjective grav-
ity or the horizon, finally sinks into the sea, as the sudden cut described above
results in a kind of kaleidoscopic visuality, a dynamic system of movements
that lack a center, in other words, a phenomenological “my body.” Following
the Bergsonian scheme, one could say that there are elementary perceptions
and affects but no action, that is, no subjective synthesis. In this way, the film
exemplifies how cinema participates in a general technical development that
began, according to Gilbert Simondon, in the nineteenth century when ma-
chines emerged (e.g., the Jacquard loom) to replace the human subject at the
center of perception and action. The functioning of these machines was no long-
er directly felt by the phenomenological subject, thus the “alienation” of man
with respect to the machine is, as Simondon argues, not only socio-economic
but also psycho-physiological by nature in the sense that the machine does not
follow the “corporeal schema” anymore.

A Storm at Sea plays out cinema’s powers as an immersive technology in
the context of modernity that, following Francesco Casetti, assigns a new, mu-
tually interdependent but also unstable relation to the observer and the ob-
served, the body and the image. In cinema, “the observer is ‘inside’ the observed
world, yet with no precise place,” Casetti writes. Drawn into a spectacle of
movement, the kinesthetic viewer is curiously lost, unable to fully coordinate
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the perception and action. From another viewpoint, Méliès’s performative films
also problematize the sensorimotor correspondence between eye and hand.
Sudden apparitions, figures constantly transforming, abrupt gestures, the con-
flation of cause and effect, and so on, present a profound challenge to our sense
making – primarily because things and beings are constantly being dislocated
and have no particular place. Neither subjects nor objects have any specific co-
ordinates. Thus these films are like nervous gestures or the Wundtian test sub-
ject, in that they jerk, hesitate, tremble and stammer instead of stimulating
meaningful action. They incorporate fleeting perceptions and material, somatic
affects but not the Bergsonian privileged image, the “my body” of personal con-
sciousness.

Figure  Still from L’Homme à la tête en caoutchouc, by Georges Méliès
(The Man With the Rubber Head, )

In one sense, we can understand affection precisely in terms of the suspension
of action. In affection movement is absorbed and a discontinuity between per-
ception and action is introduced. Instead of the sensorimotor link between the
eye and gesture, Méliès’s aesthetics are based on a confluence between percep-
tion and affection, the eye and neurophysiological “innervation,” giving rise to
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fields of nervous and sensory energies that are not summoned up within fixed
representations. The aesthetic function of Méliès’s tricks is to express “pure”
affects – affects as pre-individual and impersonal singularities. In this respect,
the figure of detached heads becomes particularly interesting. In L’Homme à la

tête en caoutchouc (The Man with the Rubber Head, ) it becomes the
subject of a scientist’s experiment (fig. ). The scientist, played by Méliès, takes
a living head (Méliès’s own) from a box, which looks around amazed as it pro-
tests. He puts the head on a stand connected to a tube with a valve emerging
from the base. Then he attaches a bellows to the tube, and the head either swells
or shrinks as the scientist either pumps the air in or releases it. In its composi-
tion, the film draws on a fairly simple trompe-l’œil effect, which is achieved
through skillful timing and the superimposition of the detached head that is
filmed through a moving camera “zooming” in and out. Although the back-
ground remains static and the single viewpoint is fixed throughout the film, it is
this camera movement, which we cannot see but only feel, that destabilizes our
perception. There is a contrast between two kinesthetic forces, the relative still-
ness of the background and the superimposed figure that draws closer and then
withdraws – a contrast that draws on the intensive and the affective and fills the
image with energetic tensions and pressures. This becomes highlighted toward
the film’s end, when a clown enters the scientist’s laboratory and pumps the
bellows until the head explodes, and the affective intensity that increases along
with the tensions between the forces is ultimately released. L’Homme à la tête

en caoutchouc generates and discharges affective suspense, which absorbs
movement instead of carrying out a sensorimotor function and builds on the
cinema’s capacity to give rise to a complex dynamics of movement that takes
hold of the intensive thresholds of sensation.

Bare Life

The notion of affect, which comes into critical focus here, correlates with the
general problematics of modern life. Films such as the Edison Company’s A

Storm at Sea or Méliès’s L’Homme à la tête en caoutchouc show how cin-
ema involves neurophysiological intensities and our affective lives, engaging
the thresholds of consciousness. The focus here becomes the channeling and
transposition of life energies in film technology and aesthetics. This is how early
cinema actually remediates its genealogical roots. In Étienne-Jules Marey’s lab-
oratory, the moving image emerges essentially parallel with attempts to track
down life functions with self-recording machines. Graphic and chronophoto-
graphic recordings of movement are considered immanent to the dynamics of
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life and hence suitable methods for making living beings malleable, calculable,
and predictable. On the other hand, a similar approach defines experimental
psychology, which directs its attention toward the technological transposability
of our psychic life from the viewpoint of the affect and sensory thresholds.

Cinema thus participates in the re-articulations and divisions within which
the concept of life has been shaped in Western thought, and one could even say
that it emerges as a special kind of dispositif of the understanding and organi-
zation of the living. With regard to the history of these divisions, Giorgio Agam-
ben notes that the ancient Greeks distinguished between three levels of life: zoē
(the simple fact of living common to all living beings), bios (the life of an indivi-
dual or a group), and psykhe (the “spark” or breath of life, the fact of being
alive). An influential description of these terms appears in Aristotle’s De Ani-
ma, in which the philosopher characterizes the nutritive faculty or power (threp-
tikon) as an elementary principle of life (zoē). This is isolated from other life
functions (movement, sensation, thought) and considered the foundation,
which hierarchical articulations between other forms of life are based on. The
significance of Aristotle’s isolating the nutritive life, according to Agamben, lies
in the fact that it also forms the basis for modern divisions between diverse
modes of life and constitutes “a fundamental event for Western science.”

As for the conception of life in modernity, Agamben refers to Xavier Bichat’s
distinction between organic and “relational” or animal life in his Physiological
Researches on Life and Death (). Bichat approaches the two forms of life in
terms of the functions that resist death. The essence of life, in Bichat’s definition,
consists of “the sum of the functions by which death is resisted.” He writes:

In living bodies, such in fact is the mode of existence, that whatever surrounds them,
tends to their destruction. They are influenced incessantly by inorganic bodies; they
exercise themselves, the one upon the other, as constant an action; under such circum-
stances they could not long subsist, were they not possessed in themselves of a per-
manent principle of reaction. This principle is that of life; unknown in its nature, it can
be only appreciated by its phenomena: an habitual alternation of action and reaction
between exterior bodies, and the living body, an alternation, of which the proportions
vary to the age of the latter, is the most general of these phenomena.

This general view of life as an assemblage of reactive functions, defines organic
life as the “habitual succession of assimilation and excretion,” which includes
unconscious functions such as respiration, blood circulation, excretion, diges-
tion, and reproduction. Relational life, on the other hand, is the organism’s rela-
tion to the external world and includes all of the senses and voluntary actions.
Bichat describes it in terms of the animal that “lives externally, is the inhabitant
of the world, and not as the vegetable of a spot only; it feels, it perceives, it
reflects on its sensations, it moves according to their influence, and frequently
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is enabled to communicate by its voice its desires, and its fears, its pleasures,
and its pains.” In higher organisms, these two operate simultaneously, with
the organic or nutritive life also forming the background by which humans be-
come separated, as if from within, from non-humans. As Agamben notes,
“The division of life into vegetal and relational, organic and animal, animal and
human... passes first of all as a mobile border within living man, and without
this intimate caesura the very decision of what is human and what is not would
probably not be possible.”

At first it seems that the problem of modern media and human life only ex-
tends to the “relational” life, which is often considered the proper human bios
(both individual and political life) that the Aristotelian “living being that has
logos” (to zōon logon ekhon) – the conjunction of the simple fact of living and
language – enjoys. But as our analyses have thus far pointed out, the problem is
not that simple, at least from the perspective of technological media. Ever since
Jacques de Vaucanson built his androids and defecating duck, the obscure back-
ground of organic or nutritive life, composed of the basic functions of respira-
tion and excretion, has also become subjected to technological modulation.

The mechanical duck put the basic physiological fact of living (threptikon) into a
machine. From another perspective, that kind of transposition also occurs in
Marey’s research into the quantification of the nervous system’s “lost time” that
directly anticipated cinema in terms of mapping and controlling corporal move-
ment. The self-recording machine modulates the elementary principle of reac-
tion as conceptualized by Bichat, and the objective of the “diagrammatic vision”
of non-human observers that traces, scans and reorganizes the intense surface of
the body is the automation and calculation of movement, which is seen as the
immediate expression of physiological life. This is based on the measurability of
the dynamics of life implied in Bichat’s definition. “The measure, then, of life in
general,” Bichat writes, “is the difference which exists between the effort of ex-
terior power, and that of interior resistance.” Furthermore, one can say that a
similar kind of vision characterizes the development of experimental psychol-
ogy, which establishes itself on the modulation and measuring of the affects of
the nervous system positioned at the threshold between shock and response.

Cinema has, since its inception, been situated at the threshold of where the
elementary principle of reaction against death was modulated. In this sense,
one could say that cinema developed into a technology of experimental life. For
our purposes, the concept of experimental life reveals modern technological me-
dia as processes by which power and truth become incorporated into the living
being, which becomes transformed and shaped accordingly. Following Crary, it
was during the nineteenth century that the body, the “simply” living being, in
accordance with the productive requirements of contemporary economic devel-
opment and modern disciplinary states, became the object of new technologies
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of control, subjection and regularization. From this perspective, the emergence
of the cinema is coupled with the processes of Western modernity that Michel
Foucault has analyzed as a change from sovereign power to biopower and to-
ward biopolitical societies. For Foucault, biopower is a system of relations in
which “phenomena peculiar to the life of the human species” enter “into the
order of power and knowledge.” It is no longer the Aristotelian “living being
that has logos” and the “good life” of political subjects that power and knowl-
edge focus on. Instead, what they are concerned with is life “as such” or syn-
thetic life and thus biological and physiological existence rather than the animal
that can speak.

The shift Foucault outlines reflects a new kind of logic between life and death.
Sovereign power, according to Foucault, is based on the unconditional threat of
death – and one could also say, on the capacity to imagine and conceive of death
and thus represent it as the ultimate banishment. This is a capacity that Martin
Heidegger considered essential in the use of language to make sense of the
world. Biopower, however, is based on taking charge and caring for life itself.
Foucault notes that

the fact of living was no longer an inaccessible substrate that only emerged from time
to time, amid the randomness of death and its fatality; part of it passed into knowl-
edge’s field of control and power’s sphere of intervention. Power would no longer be
dealing simply with legal subjects over whom the ultimate dominion was death, but
with living beings, and the mastery it would be able to exercise over them would
have to be applied at the level of life itself...

Control (knowledge) and intervention (power) aspire to become immanent to
life itself. Within this development, “the simple fact of living” is distributed
among the domains of value and utility as well as their calculation. According
to Foucault, biopower “exerts a positive influence on life, that endeavors to ad-
minister, optimize and multiply it, subjecting it to precise controls and compre-
hensive regulations.” This is how modern technological media in particular
operate. The life functions that resist death such as respiration, heart pulse, gait,
and corporeal work in addition to sensory, perceptual and cognitive dynamics
are harnessed, measured and calculated, and, in this way, also rendered malle-
able and flexible so that they become enhanced and are made more efficient in
the capitalist machinery of production and consumption. Modern technologi-
cal media, and foremost cinema, thus contribute to the goal of what Foucault
calls a “threshold of modernity,” a situation in which “the life of the species is
wagered on its own politics” and the Aristotelian zōon politikon – essentially, the
speaking animal – is called into question and perhaps ultimately reduced to its
bare essence of living (zoē).
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However, as Agamben points out, this process should not be simply under-
stood as the introduction of natural life into the political order. Instead, it can be
seen as an instantiation as well as a transformation of the essence of Western
politics, which focuses on what Agamben calls “bare life” – the very boundary
between zoē and bios. According to Agamben, “the realm of bare life, which is
originally situated at the margins of the political order, gradually begins to co-
incide with the political realm, and exclusion and inclusion, outside and inside,
bios and zoē, right and fact, enter into a zone of irreducible indistinction” in the
disciplinary state and modern biopolitics. In other words, in modernity the
liminal state between natural life and political life becomes both the subject and
the object of political power. From this perspective, the experimentalization of
life in the nineteenth-century physiological and psychological laboratories and
in today’s technological media presents exactly the zone of indistinction be-
tween bios and zoē that characterizes biopower and modern biopolitics. In
Agamben’s words, “‘experimental life’ is a bios that has, in a very particular
sense, so concentrated itself on its own zoē as to become indistinguishable from
it.” As the concept is understood, experimental life is a mode of life generated
within modern media, and signals a set of technologically supported physio-
logical functions indistinguishable from diverse machinic arrangements. Ex-
perimental life is essentially machinic or technological, situated in a liminal state
between the organic and the mechanical, the living and the dead, the human
and the inhuman, or the unconscious and consciousness.

Hysteria

One of the dimensions of bare life that Agamben introduces is a form of “affect-
ability” that is defined as “a simple organic capacity of affection without per-
sonality.” Cinema, as we have seen, emerged as a technology based on the
modulation of that capacity. Élie Faure noticed how cinema makes technology
and affectivity reversible and how, based on this reversibility, the material auto-
matism of cinema gradually becomes accommodated by the psyche. Similarly
for Benjamin, cinema appears as a mode of affectivity, which implies a direct,
impersonal and unconscious assimilation between technology and the living
being. In this sense, affectivity in cinema correlates with psychogenesis on both
a-personal and pre-individual levels.

This becomes manifest in cinema’s genealogy. In continuing this line of ex-
ploration, one should note that alongside the emergence of the moving image
in the late nineteenth century, many new configurations and conceptualizations
of the psyche, especially in its pathological states, were being generated in areas
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of research dealing with the affliction known as hysteria. Although the problem
of hysteria presents a highly varied phenomenon, which gave rise to new con-
ceptions of sexuality, the self, the unconscious and memory, the treatment here
will be restricted to the “psychophysiological” as performed by Jean-Martin
Charcot and the so-called Salpêtrière school – a view which is significant in that
it initiated the process of perceiving the psyche as a clinical entity as such.

According to Charcot, hysteria is a special nervous affliction. Heredity provides
its principal cause, whereas the hereditary predisposition can be catalyzed by a
variety of “minor” factors – agents provocateurs – ranging from syphilis and dia-
betes to imitation, nervous shocks and extreme religious practices. One crucial
aspect of Charcot’s conception of hysteria is that it deviates from previous the-
ories that associated the disorder with female genitalia and proposes that hys-
teria has a neurological cause, that is, it is brain related rather than caused by
the uterus. As such, hysteria leaves no traces within the organism, and Char-
cot coined it a “dynamic” or “functional” lesion to account for the origins of the
disorder. Deprived of various anatomical substrata, hysteria is caused by a dy-
namic lesion in the nervous system that alters the function of a particular organ
but not its structure. The hysterical lesion – “fugitive, labile, always susceptible
to disappearing,” as Georges Didi-Huberman described it – resists localiza-
tion in a specific structure in the depths of the body. Instead, it falls into obser-
vation through its functioning on the bodily surface. Charcot believed that hys-
teria was a neurosis sine materia that could, nevertheless, be detected by
employing various (technological) media that track it down on the visible, ob-
servable surface of the body. As a precursor of impersonal affections in the
cinema as exemplified by Méliès’s work, it expresses itself in abnormal move-
ments, tics, spasmodic jerks, etc., and in various physiognomic signals such as
grimaces, laughing and yawning.

Charcot’s approach is based on the visible expression of hysterical symptoms,
which meant “to gaze, to look, to keep looking, always.” Charcot considered
hysterics, who were mostly female, although after the s it also included
working-class men as well, to be mute or even senseless and deprived of subjec-
tive interiority. Instead of the patients’ “incessant babbling,” visual symptoms
fill the space of knowledge. Through repeated observation, these symptoms
would ultimately reveal the fundamental structure of the disorder, its “clinical
type.” Sigmund Freud, a student of Charcot’s in the period -, observed
that the types “could be brought into prominence with the help of a certain sort
of schematic planning, and, with these types as a point of departure, the eye
could travel over the long series of ill-defined cases – the ‘formes frustes’ –which,
branching off from one or other characteristic feature of the type, melt away into
indistinctness.” In Études cliniques sur la grande hystérie ou hystéro-epilépsie,
Charcot’s disciple Paul Richer even managed to create a tableau based on
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photographically slowing-down motion, which presents the gestures and cor-
poreal attitudes of diverse stages or periods of hysterical crisis and their varia-
tions. It seems that emphasizing the visual manifestation of the nervous disor-
der partially prevents its interpretation in other than physiological and
neurological terms. This becomes explicit in how Richer explains the third peri-
od, that of the attitudes passionnelles or “plastic poses.” It consists of hallucina-
tions that influence the subject’s comportment, ones that, according to Richer,
are produced either by the imagination or by traumatic memories attached to
painful emotions. Richer interestingly points out that in the latter case, “the sub-
ject of these hallucinations is most often drawn from the patient’s past,” and
that hallucinations may be reproductions of scenes from youth, for example.

But despite these momentary glimpses into memories that may have affected
the psyche, the principal framework of learning about the disease relies on
(technological) images of the body’s expressions and movements. The subject
becomes seen and understood in terms of bodily dynamics that are noted on
the image surface.

It is crucial, as Pierre-Henri Castell points out, that within this referential
framework, hysteria actually becomes a disorder “without visibility” more than
one sine materia. The invisibility of the neurosis forms the problematic core of
knowing the disorder itself. In the process of “solidifying” fugitive and ephem-
eral hysterical lesions, the master’s eye becomes dependent on several technical
instruments. Charcot outfitted his clinic of nervous disorders with numerous
self-recording machines such as Marey’s myographs, tachistoscopes and even a
photographic studio, thus converting his clinic into a kind of experimental lab-
oratory. The hysterical body, a “mystery of sensations,” was gradually instru-
mentalized until Charcot was criticized for not actually healing his patients but
only experimenting on them. Thus, what remains invisible has to be brought
into existence by the practices of modulation. This problem anticipates cinema
because it concerns movement and immobility, especially since there are two
major techniques with which hysterical trauma are reproduced and brought to
the fore: hypnosis and photography.

An influential French neurologist during this era was Hippolyte Bernheim
who characterized hypnosis as “mental decapitation.” The allusion to Méliès’s
detached and multiplying heads is rather clear, and interestingly with respect to
these figures, hypnosis was associated with the occurrence of double and multi-
ple personalities. More generally, however, hypnosis would eventually demon-
strate the malleability of consciousness and the existence of unconscious phe-
nomena, although the latter were mostly considered in terms of corporeal
automatisms. For Charcot, hypnosis disclosed the existence of and the possibi-
lity of manipulating the “parasitical” ideas isolated from the conscious self: “We
know that in subjects in a state of hypnotic sleep it is possible... to originate by
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the method of suggestion, or of intimation, an idea, or a coherent group of asso-
ciated ideas, which possess the individual in a parasitical manner, and remain
isolated, and manifest themselves by corresponding motor phenomena.” Ac-
cording to the Charcot school, hypnotic states are divided into three periods:
lethargy, catalepsy, and somnambulism. They are provoked through the inter-
mediary of the sensory nervous system (skin, audition, sight, etc.), and by
means of suggestion as well as diverse physical agents such as light, sound,
temperature, and magnetism. Hypnotizability is a symptom of hysteria, and
with the help of hypnosis, the trauma, or the functioning of the “dynamic le-
sion,” can be observed experimentally. As the psychologist Pierre Janet noted in
his Charcot’s obituary:

One of the essential characteristics of this affection, its extreme malleability, lets the
subjects be transformed in thousands of ways and produce in them the phenomena
that one wants to study; especially the modifications that hypnosis can produce in the
patients make it possible to experimentally study the facts that have hitherto been
considered as pure objects of observation.

Hypnosis is a tool that alters both corporeal and mental functions, a tool that
invokes, reproduces and undoes various types of hysterical states. For example,
hypnosis allows one to “artificially reproduce” paralyses, and thus experimen-
tally verify the existence of these parasitic ideas themselves. Charcot reported
how a hypnotized patient experienced that “the member struck did not belong to
her, that it had become strange to her.” In Charcot’s hands hypnosis may result in
the “annihilation of the ego,” which is due to artificially fixed ideas of motor
incapacity. As such, it is a technology for unlocking unconscious forces and ren-
dering the body as the site where these forces can be experimented on. From
this viewpoint, hypnosis should be considered an experimental method that
produces simulations of hysterical symptoms, e.g., simulations of the parasitic
self.

In fact, it can be argued that hypnosis even simulates simulation, since simu-
lation in terms of voluntary action and deception was commonly considered
intrinsic of hysterical behavior. Charcot described how attempts of this kind of
feigning, even for no other reason than the cult of “l’art pour l’art,” were symp-
toms of hysteria. On the other hand, however, his aim was to prove a disjunc-
tion between hysteria and its pretenders, and to verify the disorder’s material
reality. In one demonstration, which was in accordance with the era’s techno-
scientific mode of perception, self-recording machines were utilized to trace the
difference between the cataleptic state of a hypnotized hysteric and the one that
simulated it: the curves of the pretender’s respiration and reaction times dif-
fered significantly from the ones of the cataleptic (fig. ). However, simulation
of another kind can occur on an “unconscious,” physiological level which re-
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mains invisible from experimental techniques. Charcot observed that it was
common for those suffering from hysteria to steal the symptoms of other more
organic or neurologically based disorders and mimic them, as was the case of
hysterical paralysis that Charcot pointed out: “Now, observe, I do not say ima-
ginary paralyses, for indeed these motor paralyses of psychical origin are as ob-
jectively real as those depending on an organic lesion; they simulate them... by a
number of identical clinical characteristics, which render their diagnosis very
difficult.” Charcot called this ability of the affection sine materia to simulate
organic diseases to the point of indistinctness “neuromimesis.”

Figure  Drawing by Jean-Martin Charcot, Clinical Lectures on Diseases of the
Nervous System, vol. , ca. . The illustration shows the technical arrange-
ment of the demonstration, including Marey’s apparatus for quantifying reaction

times
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The neuromimetic simulation pertaining to hysteria, however, should not be
simply regarded as a process of exchange between the “organic” and the “psy-
chic” but, more fundamentally, something located between the neurophysiolo-
gical being and experimental technologies themselves. Hysterics actually derive
from the same epistemological and ontological formation as Vaucanson’s duck
and Marey’s skeletons. They “automatically repeat certain words” in addition to
bodily postures and gestures, for example. Accordingly, hysterical bodies are
out of conscious control and are thus judged to be automata of some sort or self-
recording machines. Conforming to the emergence of new technological media,
Janet compares how cataleptics imitate words they hear to the processing of
senseless engravings by the phonograph. Charcot, for one, noted how hypno-
tized subjects were, in fact, kinds of machines:

[O]ne can call into existence an idea, or a group of ideas connected together by pre-
vious associations. But this group set in action will remain strictly limited. There will
be no propagation, no diffusion of the communicated movement; all the rest will re-
main asleep. Consequently the idea, or group of ideas suggested, are met with in a
state of isolation, free from the control of that large collection of personal ideas long
accumulated and organised, which constitute the conscience properly so-called, the
ego. It is for this reason that the movements which exteriorly represent the acts of
unconscious cerebration are distinguished by their automatic and purely mechanical
character. Then it is truly that we see before us the human machine in all its simplicity,
dreamt of by De la Mettrie.

As this quote quite directly demonstrates, hysteria became perceived and un-
derstood in a body that was technologically malleable and even considered a
kind of machine. The hysterical body thus converges with the test subject pro-
duced in the laboratory of experimental psychology. Similarly to the mechanical
arrangements of the test situation, in hypnosis “the mental spontaneity, the will,
or the judgment, is more or less suppressed or obscured, and suggestions be-
come easy.”

This brings us to the second major technology that sought to (re)produce and
render hysteria as visible and knowable, instantaneous and serial photography.
During the period - Désiré-Magloire Bourneville and Paul Régnard pub-
lished Iconographie photographique de la Salpêtrière, the famous four-volume jour-
nal on hysterical and epileptic disorders that consisted of clinical observations
and photographic illustrations of the diverse stages of disorders. The publica-
tion preceded the establishment of the photographic studio at Charcot’s clinic
in . Albert Londe, a professional photographer and a friend of Marey’s, be-
came its head two years later. Londe introduced Muybridge’s and Marey’s
methods to the Salpêtrière. In , Londe constructed his nine-lens ”photo-
chronographic” camera, and one with  lenses in . He explained the
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photographic and chronophotographic methods in the analysis of nervous dis-
orders:

In the study of certain nervous affections, such as epilepsy, hystero-epilepsy and the
great hysteria where one encounters attitudes, essentially transient states, photogra-
phy is an indispensable means of retaining an exact image of these phenomena that
do not last long enough to be analyzed by direct observation. The same holds for
hypotheses in which movements are too fast for the eye to catch. This is the case in
epileptic seizures, hysterical attacks, pathological gaits, etc. In these particular cases,
the inability of the eye is easily circumvented thanks to photochronographic meth-
ods...

One of the main functions of chronophotography is to slow down and arrest
fugitive hysterical symptoms, to render them decomposable, analyzable, quan-
tifiable and predictable, and, in particular, separate malingering from “real”
manifestations of the disorder. Hysteria, then, gains its reality when made visi-
ble through technologies of the moving image.

According to Ulrich Baer, the photographic studio provides an ideal experi-
mental set-up in this respect. The dark room where the patients are guided to
for the first time, is where an intense flash of light provokes the cataleptic,
lethargic and somnambulic states. The production of hysterical symptoms can
be “repeated infinitely,” and photographed during each step of the experiment
so as to separate genuine hysterics from the pretenders. Photography then as-
sumes the status of a diagnostic tool. But simultaneously, as Baer has pointed
out, the hysterical body becomes a site of technological production, composed
at the illuminated instant when photographic inscription occurs. Baer argues
that the lack of anatomy and neurology in hysteria suggests that “the hysterical
patient simply imitated what she saw, namely, the lens of a camera, and that her
symptoms corresponded to an understanding of the body as a machine.”

What occurs is a neuromimetic relationship between the body and the media
technology, one brought forth during the experimental physiological and psy-
chological process. The dynamic lesion appears thus as modulated by technolo-
gies of mechanical inscription. The experimental, bare life that the hysterical
body crystallizes in its distorted gestures, spasmodic jerks and abnormal phy-
siognomy is rendered visible and known – and thus brought into existence – by
modern technological media.
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Neuromimesis and Mutism

That kind of neuromimetic affectability concerns not only hypnosis or chrono-
photography but also cinema. This is suggested by how hypnosis and hysteria
become “remediated” in early cinema. Méliès’sMagnétiseur (The Hypnotist at
Work, ) and the Edison Manufacturing Company’s Mesmerist and Coun-

try Couple (), as continuations of the photographs in Iconographie photogra-
phique or experiments with hypnosis at the Salpêtrière, for instance, present ri-
gid lethargic bodies stretched between two chairs under the spell of a hypnotist.
In Mesmerist, a man and a woman enter a hypnotist’s office (long shot), and
suddenly, as the hypnotist gesticulates manically, the two people and various
objects begin to disappear and change position. In the middle of film, the hyp-
notist turns the man into a rigid lethargic body that is suspended between two
chairs. Here we see the substitution trick as something directly connected to the
hypnotist’s powers to transform and manipulate bodies, while the cinematic
medium is defined in respect to hypnosis: cinema’s visual effects appear as
strange and alien as the body parts of the hypnotized hysterical patient with
induced paralysis. One could say that the tricks of sensation in these films pre-
suppose the hysterical or neuromimetic body. When the modern medium of
moving images captures the nervous system, it exceeds the latter’s capacity to
differentiate between what is emitted from the inside and what comes from the
outside. The cinema utilizes the nervous system and gradually starts to simulate
the functioning of the unconscious automaton. Thus, it simultaneously sur-
passes the symbolic (conscious representation) and becomes immanent to the
body in its bare materiality – it has been neurological from the very beginning.

Reciprocally, cinema has also been “pathological” from its inception as a kind
of nervous gesture. In his review of the  Lumière program, Gorky was al-
ready alluding to the fact that there is a pathological component implied in the
cinematic experience, a pathological aspect in the submission of the body to the
rhythms of the moving image. Early film critique, according to Rae Beth Gor-
don, often referred to the cinema’s “reality effect” in terms of unconscious imita-
tion and articulated how the moving image triggered automatic neurophysiolo-
gical responses, comparing the suggestive power of the image to hypnosis.

Based on these observations, among other things, Gordon aptly argues that ner-
vous gestures actually manifest an intensified form of movement automated in
the cinema, whereas “the intensely felt reality of the film image is due... to the
automatic reactions of the muscles and nervous system in response to the move-
ments on screen.”

The movement that is automated in cinema embraces the physiological real
and entails a sort of neuromimetic coupling, that is, a modulation of affects in
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which the rhythms of the neurophysiological apparatus become those of the
image. Friedrich Nietzsche came very close to conceptualizing this kind of vi-
sual experience just as the moving image was emerging, with his notion of “ap-
plied aesthetics” developed in his later notes. Nietzsche considered acts of inter-
pretation such as hearing and reading as basically muscular activities and
understood art not in terms of beautiful forms or moral judgments but in terms
of “organic functions” of instinctual and affective life. Art encapsulates “tragic”
forces of nature and ignites them within us in their original ecstasy and inebria-
tion (Rausch). Art, then, becomes regarded as “suggestion,... as the zone of
invention of psycho-motor induction.” Nietzsche here refers to Charles Féré’s
concept of psycho-motor induction, which designates how (re)action is immedi-
ately induced by external stimuli in the sense that every sensation already in-
volves a motor response. For Féré, who began his career as Charcot’s assistant,
this induction applied specifically to affective states that exceed attentive recog-
nition or representation: “Psycho-motor induction plays a considerable role in
the contagion of emotions and feelings. The sight of a movement instigates the
reproduction of this movement; the expressions of physiognomy which trans-
late emotions are susceptible to reproducing themselves in the same way, be-
yond any state of consciousness.” Psycho-motor induction applies to the ner-
vous system’s non-conscious actions and affections. Crucially, in this respect, as
Crary points out, Féré’s work is “part of a larger instrumental relocation of vision
from a disembodied and punctual system of images to an interplay of forces
and motor reactions in which representations play an irrelevant role.”

Accordingly, Nietzsche understood vision not as the representation of static
pictures but as the induction of affects transposable in graphic presentations
produced by the dynamometer, a device that measures the pressure exerted by
the handgrip of an experimental test subject when the subject is exposed to dif-
ferent kinds of stimuli. In Nietzsche’s thinking, the role of the image extends to
encompassing the interplay of material forces and motor reactions. As such,
Nietzsche’s physiological aesthetics is very similar to the kind of visuality we
analyzed in Méliès’s L’Homme à la tête en caoutchouc, regarding how film
draws upon contrasting kinesthetic forces and affects that converts the move-
ment of figures into various kinds of muscular tensions and pressures. Func-
tions such as representation and making meaning, which was traditionally also
assigned to images, become less important in relation to the physiological ex-
citement of film.

What is significant with respect to the disintegration of conscious representa-
tion and reference that is implicated in the generation of experimental life, the
hysterical, neuromimetic body appears to be deprived of the capacity to pro-
duce articulate speech. Charcot observed that hysterics either babbled or simply
remained silent. This points to how the world’s apprehension in linguistic cate-
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gories or “concepts” in the modern media technological situation becomes more
or less controversial. In Rainer Maria Rilke’s description of visiting a clinic at the
Salpêtrière in his semi-autobiographical novel The Notebooks of Malte Laurids
Brigge, the only evident sound is the rattle of self-recording machines followed
by a rather nonsensical exchange of verbal utterances combined with obstinate
muteness or, perhaps, an inability to speak. Rilke alluded to how, within the
modern media of functions resisting death, it is precisely the linguistic “func-
tion,” the production of articulate and meaningful sentences, that withers away
or is at least severely altered. This is similar to Ebbinghaus’s experimental obser-
vations on memory, where the nonsensical syllable and not the word (a signify-
ing unit) becomes the focus.

In cinema as well, it is both perceptual and linguistic syntheses that are sub-
ordinated to the technological real. A case in point is the virtually endless film
loops produced by Marey’s colleague Georges Demeny in his experiments on
“filmed speech” with animated chronophotography. Demeny’s goal (including
his desire to make his devices commercially viable) was to come up with a tool
for the instruction of deaf and mute people. One of the series of images, pub-
lished in La nature in , presents a mouth silently gesturing “Vi-ve la Fran-
ce!” that, when automated, opens and closes, and opens and closes again, vir-
tually ad infinitum. Demeny reported on his experiences with deaf-mute pupils:

One of these children immediately read the photographed phrase. But as the photo-
graphic print begins as a continuous series, the end of the very same phrase immedi-
ately followed the beginning of the phrase. Consequently, the deaf-mute had no accu-
rate indication of where to begin reading, and he could cut off the phrase at any point
whatsoever.

Ironically, with respect to Demeny’s purposes, filmic repetition pushes language
to its limits, stripping the phrase of significance. What seems to obviously be
lacking in cinema’s technological configurations is the clear and distinct articu-
lation that Aristotle termed logos, as the articulation itself is relegated to the
arbitrary instants by which the medium inscribes movement.

The moving image, at this stage, does not comprise of the communication of
meaning, but rather the muscular dynamics of facial movement. It traces the
bodily surface and its physiological texture but does not make things legible.
From another viewpoint, the deprivation of signification and representation in
cinema is shown in a so-called scientific film, La neuropatologia by Dr. Ca-
millo Negro, the director of a psychiatric clinic in Turin, in collaboration with
cameraman Roberto Omegna. La neuropatologiawas first screened on Febru-
ary , , and was comprised of a series of films featuring neuropathological
patients. But, alas, a large portion of this has since been destroyed. For Giuliana
Bruno, La neuropatologia “constitutes a filmic version of the photographic
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spectacle of hysteria initiated by Charcot at the Salpêtrière in Paris in the late
s.” Bruno cites a contemporary film reviewer who emphasized the paral-
lel between the cinematographic image and clinical cartography of the body:
“Prof. Negro … commented on the parade of all kinds of neuropathic types,
affected by organic hemiplegia, contracting paralysis, epileptic attacks, hysteria,
different types of Saint Vitus’dance, pathological postures, paralysis of the eye-
sight, etc. The filmic image was so sharp that we thought we were in a clinic.”

Comparing cinema with psychopathology and neuropathology, La neuropato-

logia belongs to medical and, more precisely, neurological cinematography, a
territory, which was initiated rather early in film history, by, among others, Al-
bert Londe at the Salpêtrière and the Rumanian neurologist Georges Marinesco
who, having studied at Charcot’s clinic, arranged his first cinematographic re-
cordings of hysterical and neuropathological cases in .

What occurs in La neuropatologia is a nervous crisis. The camera is situ-
ated in a room with a large bed occupying the foreground; a female patient
accompanied by Dr. Negro and his male assistant are standing in front of the
bed (three-quarter shot). The woman is dressed in a black gown and her face is
partly covered by a black mask. She is conversing with Dr. Negro, perhaps
about her symptoms, and pointing to her throat with her right hand, as she
suddenly bursts into a nervous fit, collapses onto the bed, her body writhing
rapidly and full of rage. It is this unexpected and violent instant when the body
loses control that marks a decisive, even singular moment in this film as well as
in cinema in general – a moment when life as such, in its saccadic rhythms and
unconscious energy, becomes manifest. After her fit, the male doctors move in
to grab her limbs. The subject descends into a cataleptic state, which Dr. Negro
verifies by shaking the phlegmatic patient while looking off-screen and gesticu-
lating toward the camera’s back. Finally, after a temporal jump-cut, the ex-
hausted patient becomes noticeably calmer as she is “consoled” in Dr. Negro’s
arms.

La neuropatologia, as an example of physiological and neurological cine-
matography in general, shares a passion for the fragmentation of the body as
well as an obsession with physiology and various nervous gestures with the
early cinema of attractions. The term neuropathology was pretty much synon-
ymous with hysteria during this period, although it often encompassed a wider
range of neuroses that had no organic substrata. In this respect, the film
should be viewed in relation to Charcot’s explication of what he calls “hysterical
mutism,” an affection that prevents the patient from speaking but not from ges-
ticulating. Charcot observed how a patient with a history of hysterical attacks
had lost his ability to speak and indicated this dynamic muteness with a gesture
similar to the one the patient uses in Dr. Negro’s film:
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You see that our patient presents all the classical characteristics of hysterical mutism,
such as I have been describing. When told to call out, to speak, or to whisper, he is
absolutely unable to comply. When I persist, he makes the characteristic gestures, and
points with his hand to his throat as though he would tell us that the difficulty lies
there. However, he moves his tongue and his lips perfectly in every direction.

Patients suffering from hysterical mutism, according to Charcot, are deprived of
speech because they have lost their capacity to exercise the specialized move-
ments needed to articulate a word; they are deprived of the “necessary motor
representations” required to execute the mechanism of articulated speech but
not of the related “pantomimic gestures.” This deprivation is fundamentally a
matter of technological modulation. Charcot ends his lecture by demonstrating
this form of mutism: by using hypnosis he simulates the so-called dynamic le-
sion affecting the larynx, although he remarks that, “I dare not allow this ex-
periment to be prolonged too much, for I have remarked on many occasions
that hysterical symptoms artificially produced during hypnotism are more diffi-
cult to be made to disappear in a waking state...”

Neuromimesis, a mode of affectability originally introduced in the experi-
mental arrangements, is the form that biopower takes in cinema. La neuropa-

tologia presents a form of power that does not simply concern relations of
force between bodies but one that acts upon actions, or, more precisely, struc-
tures possible actions through unconscious imitation that is triggered by the
modulation of our bodily, affective being on the screen. This form of power
becomes tangible in relation to the situation of modern media in which the pa-
tient is individualized as a simple neurological being deprived of the capacity to
speak. The situation is “non-invasive,” it is not based on force, which is exer-
cised from outside and would require obedience. Instead, it encompasses a
power relation that operates from the inside of the body. From an inverted per-
spective, Foucault describes that a “man who is chained up and beaten is sub-
ject to force being exerted over him, not power. But if he can be induced to
speak, when his ultimate recourse could have been to hold his tongue, prefer-
ring death, then he has been caused to behave in a certain way. His freedom has
been subjected to power.” In La neuropatologia, this situation is cunningly
reversed: the film displays how the gesture – “our speechless dwelling in lan-
guage,” as Agamben describes it – is transformed into a machine, and our
very capacity to understand or imagine any possibilities (e.g., death) other than
those simulated in the present is erased. What the film exemplifies is how cin-
ema produces mute corporeal automata by modulating life functions that resist
death, the bear fact of living, in its mechanics.

The proliferation of hysterical movement and the hysterical inhibition of
movement at the end of the nineteenth century is a symptom of changes regard-
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ing corporeality, the biopolitical body, that were triggered by technologies of
inscription and automation of movement. What comes into critical focus here
in the context of the general “cinematization” of being is the concept of life itself
– life not so much as a medical and scientific notion but as a political, ethical
and techno-aesthetic concept. Cinematic renderings of nervous gestures, tics,
jerks, and grimaces in particular entail a mode of experimental, bare life as a
form of affectability. This form directly characterizes the experience in cinema
that immanently captures and transforms the living body. In political terms, we
have been captured in a realm of experimental life where power is inscribed
directly onto the body and the distinction between private life and political ex-
istence has become obsolete. This is essentially the operation of biopower in cin-
ema: modulation of the physiological real to the extent that its subjects are in-
duced not to speak but, instead, to practice fundamental muteness – a
speechlessness that testifies to the subject’s becoming, as Heidegger puts it, a
“human resource,” something to be unlocked, transformed, stored, distributed
and moved around in the image.
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3 Umwelt: Automatism and Affectivity

Organ Projection

The moving image is based on a specific type of technological embodiment.
Images animated on the silver screen would remain unseen without a certain
kind of corporeal investment that the technology of the cinema mobilizes,
which involves various kinds of affective and psychological processes. One
must note that the automatic movement of images is just as much organic as it
is mechanical in nature, and it also quite effectively blurs the distinctions be-
tween these two terms in its operations.

To situate cinema within the larger conceptual frameworks of modernity, it
was in the nineteenth century that the categories of organic and technological –
or the living and the non-living – were increasingly destabilized. This occurred
for example, in the discourse of thermodynamics that connected hitherto sepa-
rate phenomena in terms of parallel systems for the conservation, transforma-
tion, and deployment of energy. Discussing the notion of energy involved in
film aesthetics, Janet Harbord argues that “film as a medium is sensitive to the
flow of energy, implicit in its characteristic tooling of rhythms, repetitions and
cuts in a circuit of meaning.” Harbord notes that this becomes a question of
how cinema plots the affective and embodied dimensions of experience, cre-
ating various pulls, degrees of freedom and constraint that shape how a body
moves. Thus, cinematic energy can be seen in terms of the corporeal intensities
and dynamics of action in the relationship between the viewer and the screen.

In this chapter, we shall conceptualize the moving image’s energetic rhythms
in instigating affectivity and embodied meaning, beginning with a genealogical
approach to the problematic. As for late nineteenth-century discourses on how
our bodily dynamics changes in relation to technological developments, one can
point out the German philosopher Ernst Kapp’s book Grundlinien einer Philoso-
phie der Technik from , which articulates one of the first modern views of
technology. Kapp’s view focuses on the relationships between organic and tech-
nical beings from a materialist or even “territorial” viewpoint. He believed that
technology essentially participates in the creation of both biological and cultural
space-times, considering the modulation of the human corporeal apparatus as



fundamental to technology in this respect. The key concept here is “organ pro-
jection” (Projection der Organe / Organprojection) that signals the way in which
our corporeal apparatus, the inside, becomes exteriorized in technical objects
ranging from the most elementary hammers to modern steam engines. Kapp
postulates that these operate as unconscious projections of the sensorimotor ap-
paratus, and it is through various kinds of technological extensions and aug-
mentations of gestures and organs that human beings constantly model, repli-
cate and recreate themselves in the course of evolution. For example, Kapp
considers the eye to be an organ modulated through its projections in the camera
obscura, whereas the nervous system is recreated through its projections in the
electro-magnetic telegraph. Technology thus does not appear to be reduced to
its utility value; it does not play a mere instrumental role in human actions.
Instead, Kapp approaches technology as a fundamental functional element in
both the biological and cultural evolution of homo sapiens.

This theory has as its starting point the Greek word organon, which means
both a part of the body and a tool. For Kapp, the member and the tool are
nonetheless articulated with each other in a hierarchical relation: the body is a
model (Vorbild) of which the tool is a copy, an imitation or a reproduction (Nach-
bild). The primal model that in a sense determines both is the hand. In its com-
position and movements, the hand provides the organic “Ur-form” that the first
instruments have been based on. The hand is the technical gesture par excellence,
and it is primarily through the manual gesture – and not in language, for exam-
ple – that the inside (form or model) is projected onto the outside (matter).

In this respect, however, there is an inherent ambiguity in Kapp’s understand-
ing of organ projection and, more generally, of the mutual connections and si-
multaneous separations between what is human and what is technological. This
concerns how in Kapp’s theory the “human” becomes adjusted to an internal
and intimate, even essential relationship with technological objects. Organ pro-
jection seems to imply its own inversion in the sense that what is projected as an
outside – the technological object – gets confused with the very inside – the
origin of projection – which is the body. According to Kapp, the technological
copy reproduces not only the form of the sensorimotor apparatus (the model)
but also its functions and even its substance. Thus, organ projection becomes
conceptualized as a practice in which technology becomes intrinsic of the living
organism and an essential feature that determines the species-being. Ob-
viously, Kapp’s hylomorphic starting point is reversed. Instead of being a mere
copy, technology modulates – it provides neither a means to an external end nor
an end in itself but, rather, a pure means on which the human seems to depend
by its essence, that is, a means without which the animal called homo sapiens
would not be thinkable in modernity.
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The notion of organ projection thus implicitly deconstructs the self-identity of
the human, which becomes by nature dependent upon its technological modu-
lations and is constantly transforming in relation to these modulations. One
could, in fact, even speak of a technological environment within which the hu-
man becomes embedded and shaped. To note, in passing, that it was in the time
of Kapp that the notion of ecology (Oekologie) was formulated by the German
scientist Ernst Haeckel, who focused on organisms in terms of being embedded
in their organic and inorganic environments. In a similar vein, Kapp’s theory
suggests a form of ecology of technologies with regard to the human animal.
Blurring distinctions between the inside and the outside, the concept of organ
projection postulates a veritable feedback system between the living and the
technological, similar to that of the one that exists between living organisms
and their surroundings.

To articulate this system further, we can take up Gilles Deleuze’s understand-
ing of the organism as something that is fundamentally embedded by its consti-
tution in its surroundings. Employing a terminology that interestingly echoes
Kapp, Deleuze sees the process whereby the organism becomes individuated in
its milieu as based on the interplay between the selection of an inside and the
projection of an outside – “individuation” refers here to psycho-physiological
differentiation, that is, the emergence of psycho-physiological unity from more
or less undifferentiated elements. He underscores that the inside and the out-
side or the organism’s interior and exterior, are only relative terms and are de-
fined in the process of individuation. In Deleuze’s words, “The interior is only a
selected exterior, and the exterior, a projected interior.” Regarding technologi-
cal ecologies, we can, by following Kapp again in this respect, also say that the
living being equals a selected technological being, whereas the technological
being turns into a projected living being. Approached in this manner, the con-
cept of organ projection can be seen implying how the human being is essen-
tially embedded in and gets individuated in relation to the technological milieu:
the organism’s interior is transformed and mutates in connection with its tech-
nological surroundings. Symptomatic of our biopolitical modernity, organ pro-
jection reflects technology’s emergence as a kind of quasi-natural environment,
one in which the living being is set in immanent connections with technological
beings so that hierarchical separations between the two become obsolete.

Kapp’s theory is perhaps one of the first in which technological objects are
considered in environmental terms and given a fundamental role in ontogen-
esis. Similar conceptions concerning individuation and milieu emerged at the
turn of the twentieth century, not only in relation to technological phenomena
but within the philosophy of art and aesthetics as well. Nietzsche’s aesthetics of
“organic functions,” which was mentioned in the previous chapter, considers
artistic creations as generating new modes of corporeality and living in bare
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physiological terms. When discussing the affective nature of art, Nietzsche re-
fers to the process of “transfiguration” that “produces new substances, pig-
ments, colors and forms: especially new moments, new rhythms, new calls and
seductions,” in animals and adding that “with man it’s no different.” As the
reference to animal worlds suggests, transfiguration in this case does not repre-
sent miraculous changes in appearance but the living being’s development and
transformation with respect to its surroundings, implying a sort of ecology of
aesthetic phenomena.

Vernon Lee (pseudonym for Violet Paget) and Clementina Anstruther-Thom-
son’s article “Beauty and Ugliness” from  represents another example of a
contribution to the philosophy of art that proclaims a reconfiguration of aes-
thetics within the psycho-physiological continuum. Lee and Anstruther-
Thomson thought that aesthetic perception and emotions are not concerned
with synthetic judgments but are “as important to animal life as those of equili-
brium and respiration.” They approach art in terms of bodily dynamics and
“vitalizing” affects – as forces, patterns and movements that directly solicit and
modulate the rhythms of breathing and heartbeat, kinesthetic sense of equili-
brium and motor activity, ocular micro-movements, and sensations of pressure,
for example. Their treatment of image-based arts as intensely dynamic affective
surfaces is especially interesting. The authors note how colors influence respira-
tion so that in aesthetic experience “we seem to inhale colour,” obviously imply-
ing that the image functions as a milieu. The dimensions of the image (e.g.,
height/depth, breadth, distance) also become an issue of breathing tensions.
Modulations of form with lines, on the other hand, turn into sensorimotor ex-
periences and fast and slow rhythms: “[W]e follow lines by muscular adjust-
ments more considerable than those of the eye, and … these muscular adjust-
ments result in a sense of direction and velocity in ourselves and a consequent
attribution of direction and velocity to the lines thus perceived.” As such, Lee
and Anstruther-Thomson note, perception is “intimately and automatically con-
nected with movement.” A picture becomes a kind of kinesthetic organ pro-
jection, as in looking we “unconsciously mime the subtly subordinated complex-
ity of movement” in and of images.

Thus, at the turn of the twentieth century a model of both technology and
visual arts arose that regarded these domains in terms of psycho-physiological
processes and milieus that significantly reconfigured us as living beings – a
model that can be characterized as “cinematic” in its emphasis on kinetic rela-
tions of velocity and affective binding. A conception of visuality emerges that
withdraws from the optical toward the notion of the image, which is composed
of material intensities and forces of individuation, and may even generate a spe-
cific ecology of its own. This is an important point regarding what anticipates
and accompanies the emergence of cinema and the experiential arrangements it
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entailed. For example, Edwin S. Porter’s Uncle Josh at the Moving Picture

Show (Edison Manufacturing Company, ), which is a remake of Robert W.
Paul’s The Countryman and the Cinematograph (), is one of the first
“meta-films” that deals with the cinematic experience. The film opens with Un-
cle Josh viewing (alone) “The Edison Projecting Kinetoscope” program. Josh is
in a vaudeville theatre box in front of the projection screen, as the first part of a
series of three films begins – the films are clips taken from earlier Edison movies
that incorporate conventional “genres” of early cinema such as a dance film, a
scenic view with a train, and physical comedy. The first film, Parisian Dancer,
shows a woman who starts to dance, and at the very same moment Josh jumps
out of the box to the front of the screen and begins to clumsily dance along.
Then there is a short pause and another film begins, The Black Diamond Ex-

press, showing a train approaching the camera, to which Josh reacts in a panic
as he leaps back into the box at his left to find cover. Here the screen is dis-
played as a techno-aesthetic milieu of Josh’s impulsive behavior, the modula-
tions of form, movement and forces on the screen directly coupling with Josh’s
bodily rhythms and sensorimotor experience. Josh’s movements appear as im-
manent with the velocities and lines of the image, and the individual gets de-
fined in relation to the rhythms of the screen. Thus Uncle Josh shows how cin-
ema technology and the cinematographic image become sites of inverted organ
projection: the cinema is seen as a process whereby our relative inside is se-
lected from the screen (the outside) and our relative outside is projected by the
machine (the inside). In this process, the individual gets shaped relating to the
differential rhythms by which it connects to its techno-aesthetic surroundings as
well as to the affects by which it “contemplates” its world.

Automatism

From another viewpoint, the emergence of this new kind of organism-machine
assemblage in cinematic organ projection becomes reflected in Pierre Janet’s
notion of psychological dissociation, a notion that pertains to the phenomena
of mental fatigue and disintegration related to personal perceptions and mem-
ory and is connected with what Janet calls psychasthenia. Janet was an im-
portant figure in the development of dynamic psychology at the turn of the
twentieth century, but his influence in that field was subsequently fore-
shadowed by the dominance of Freudian psychoanalysis. In L’Automatisme psy-
chologique, first published in , Janet distinguishes between two ways of ex-
periencing a phenomenon. On the one hand, personal perception indicates
“normal” mental activity in which a complex of sensations and perceptions
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– “images” in Janet’s words – is synthesized into a larger coherent whole that
the subject is capable of expressing in articulate language. This especially sig-
nifies voluntary attention understood as a personal power and psychic energy
or force that forms syntheses and produces new perceptions from what Janet,
on the one hand, terms the field of consciousness, that is, “the greatest number
of simple or relatively simple phenomena that can be at once presented in a
consciousness.” On the other hand, impersonal sensations occur on another
level of consciousness, and Janet believes that they characterize the mental
state of hysterical and neuropathological subjects. This kind of mental activity
indicates an impaired capacity of active synthesis and is explained by Janet
with two mutually implicating notions of psychological disintegration (désagré-
gation psychologique) and the narrowing of the field of consciousness (rétrécisse-
ment du champ de la conscience). Both notions point to what Janet terms psy-
chological automatisms, which he defines in terms of “a purely affective life of
mere sensations, phenomena which are conscious but not attributed to person-
ality.” Janet considers automatisms – automatic, habitual associations of ideas
– resulting from (mental) weakness and weariness, which inhibit voluntary at-
tention. The narrowing of the field of consciousness as experienced by hysterics
and neuropaths is due to a weakness of psychic synthesis that hinders the unit-
ing of the large quantity of sensations passing through the body in a single per-
sonal perception. Voluntary, attentive activity is replaced by automatic beha-
vior.

Janet’s views on dissociation include experiments with hypnosis as their point
of departure. These experiments disclose sensations that are not part of a per-
sonal perception but nevertheless become sensed and the existence of multiple
nuclei of consciousness within the individual. In this respect, Janet conceives
of psychological automatisms not in purely mechanical terms but as phenom-
ena that also include a mode of awareness. He approached this kind of “rudi-
mentary” or “nascent” consciousness most basically in terms of sensorimotor
dynamics. Sensation (including exteroceptive and proprioceptive sensations),
according to Janet, immanently instigates a tendency for action in the organism,
and the automatisms here play a regulatory role with respect to the movement
executed. Crucially, these automatisms operate on an affective level prior to
cognitive mediation, whence, as Janet proclaims, “movement can be produced
directly by visual or auditory images” (“image” here signifying sensorimotor
relations rather than representation).

To continue our discussion of Uncle Josh at the Moving Picture Show, it
is precisely this kind of process of dissociation and the emergence of impersonal
sensorimotor automatisms that the film highlights regarding the cinematic ex-
perience. The problem concerning individuation that Uncle Josh is concerned
with in the context of cinema clearly replicated the one confronted in the experi-

84 Mapping the Moving Image



ments with hypnosis with respect to how individuals can experience sensations
and also produce actions that do not belong to their own personal phenomenal
worlds. Josh’s sensations and movements are not his own in terms of being part
of a personal judgment but rather embody a kind of affective “dancing along”
with the moving image. Josh’s sensations and movements, in other words, be-
long to the cinematographic machine inside him. The film thus suggests that the
cinema immanently triggers impersonal affective and motor phenomena, like
the ones described by Janet in terms of automatisms. Within this intensive realm
of experience, there are no clear-cut separations between the individual and the
moving image. Janet describes the sensations that accompany the sensorimotor
automatisms as “absorbing,” referring to how, at this level, it is impossible to
experience sensations as one’s own because distinctions between inside and out-
side have been erased.

The concepts of automatism and dissociation thus describe the process of or-
gan projection that is taking place in the cinema in terms of moving and danc-
ing along with the image. To add another conceptual dimension, Roger Caillois
has called morphological mimicry a similar kind of psychogenetic process,
which Janet covers with his notion of automatism. This concept derives from
Caillois’s observations of the life of insects. In the mimetic behavior of certain
insect species, which consists of morphologically as well as chromatically simu-
lating a leaf, for example, Caillois writes, “[t]he search for the similar would
seem to be a means, if not an intermediate stage. Indeed, the end would appear
to be assimilation to the surroundings.” Caillois characterizes this phenomenon
as “a real temptation by space” which is related to the operation of corporeal
automatisms and disturbances in the perception of space. As for the latter, they
concern the space in which the organism lives, the milieu. The living being loses
its status as the origin of spatial coordinates – one could also say, as the origin of
projection – and becomes merely one point among others, an any point whatever
in space; the organism “no longer knows where to place itself.” In this way, the
organism becomes dispossessed of personality, which Caillois, like the Bergso-
nian “my body,” understands as the feeling of distinction from one’s surround-
ings based on the connection between consciousness and a distinct point in
space. Caillois further approaches this perceptual and personal disintegration
with Janet’s notion of psychasthenia and the “depersonalization by assimilation
to space” that it describes. At the impersonal level of intense affections, space
functions as a force that devours and even replaces the subject: “I know where I
am, but I do not feel as though I’m at the spot where I find myself.”

It is precisely this kind of intensive spatiality and corporeal submission to the
dynamics of the image that Uncle Josh highlights. The third film in the series
of the “picture show,” The Country Couple, shows a man approaching a wo-
man with explicitly sexual motives. When seeing this, Josh loses control, attacks
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the man and tears down the screen. While he is unable to separate the theater
space from the screen space, Josh physically transgresses their boundaries and
ends up destroying the latter. The film thus displays the cinematic experience as
a kind of assimilation based on a process of depersonalization: the screen is an
intensive field that, at the level of impulsive, affective automatisms, cannot be
separated from Josh’s existential world. Yet one must note that, at the same
time, Uncle Josh evidently also negotiates a sense of demarcation between the
body and the screen. As Miriam Hansen argues, by narrating the cinema’s
powers as a medium and presenting a comic allegory of spectatorship, the film
articulates a relative difference between spectator and cinema and thus empha-
sizes our distance and eventual exclusion from the events taking place on the
screen. Furthermore, Thomas Elsaesser suggests that Uncle Josh can even be
seen as an act of self-censorship and self-restraint on its viewers, who laugh at
the rube’s mistakes. While distinguishing themselves from the silly character of
Uncle Josh, the spectators are urged to internalize a mode of self-control with
regard to their own behavior and actions in the viewing process.

However, as Uncle Josh outlines, the fundamental mode of assimilation pre-
vails at the heart of embodiment in cinema in general and the early cinema of
attractions in particular. Take for example James Williamson’s The Big Swal-

low (): the film shows a man who approaches the camera and eventually
swallows it, which causes a serious disintegration of our spatial coordination.
The one-minute film begins with a three-quarter shot that shows a “gentleman”
with a cane, gesticulating and, according to the catalogue summary of the film,
yelling angrily “I won’t! I won’t! I’ll eat the camera first.” Step by step, the man
moves closer and closer to the camera and the shot ends with an extreme close-
up of the man’s lips and mouth and, momentarily, with a black screen (figs. 
and ). In this shot, a gradual dislocation of fixed spatial points of reference
takes place with the change from three-quarter framing to an extreme close-up.
What is dislocated here is the “my body” that articulates a separation between
“here” and “there,” and incorporates the border between the inside and the out-
side, the sensing subject and the image moving on the silver screen. Through
the extreme close-up and the black screen in which spatial points of reference
have vanished, the shot modulates an impersonal or “depersonalizing” affect of
being devoured and even replaced by the cinematic space. These disorientations
between the body and the image, however, are partly balanced and nonetheless
simultaneously intensified with the next shot that is actually comprised of a
rather crude trick. The mouth is matched with a black canvas occupying the
frame, into which the camera and its operator get sucked (near medium close-
up). As it re-establishes a distance between the camera’s viewpoint and the
mouth, body and image, this shot, on the one hand, saves us from complete
assimilation. On the other hand, it also leaves us perplexed about the spatial
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proportions and scale with regard to what was established in the beginning of
the previous shot. Space in The Big Swallow is discontinuous while directions
are fragmented. These disproportions are augmented in the final shot, which is
a reversal of the first: the man, munching and grinning, retreats from the cam-
era (an extreme close-up to a close-up) with the main change from the begin-
ning being that he now looks straight into the camera. By the last shot, we are
lost somewhere between the inside of his mouth (image) and its relative outside
(“my body”).

Figure  Still from The Big Swallow, by James Williamson ()

The trick of The Big Swallow is not simply “on the keyboard of our minds,” as
Hugo Münsterberg observed, but, more pointedly, on the keyboard of our affec-
tive life. The film is based on a disparity and yet an intimate connection inherent
in cinematic organ projection, between the body of the viewer and the image
projected. The Big Swallow plays explicitly on this intimacy. The projection of
a relative outside and, consequently, the selection of a relative inside now arrive,
not from the inside but from the outside itself, because the origin of projection
and its point of reference in space become ambiguous. The outside environment
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seems to transform into and determine the inside of the body and conscious-
ness, and the latter lose their coordinates and turn into any points whatsoever
in the cinematic space where “here” and “there” have become confused. There
is a neuromimetic assimilation between the body and the screen, an assimilation
in which these two appear as one and the same. Thus, cinematic experience
clearly resembles those insect-like dimensions described by Caillois in which
“the body separates itself from thought, the individual breaks the boundary of
his skin and occupies the other side of his senses... He feels himself becoming
space, dark space where things cannot be put.”

Figure  Still from The Big Swallow

The opening shot of The Big Swallow thus functions as an inversion of the
generation of space and the sense of location involved in the processes of indivi-
duation and the psychogenesis of life. Extensive space with the “my body” as
its center, accompanied by distinctions between figure and ground, distances,
directions and scale, gradually dissolves into an intensive “spatium” or an
abyss populated by intensities and affections such as nascent shapes, movement
vectors, rhythms, the dynamics of speed and slowness, and elementary tempo-
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ral patterns. In this way, the film suggests how coordinated hierarchies of exten-
sity are substituted for dynamic relations of speed and slowness in cinema, and
how perception is caught in vectors of movement and force-lines. The result is a
technologically generated “ahuman” perception that is multiple, constantly
changing and becoming other. Cinema generates a devouring space basically
composed of blocks of space-time with different velocities and heterogeneously
distributed directions of movement. This intensive space defies mastering in
terms of (symbolic) representation and even requires that the living assimilate
via a special kind of neuromimesis, first, kinetically in terms of relations of
speed and, secondly, dynamically in terms of capacities to affect and to be af-
fected.

This kind of neuromimetic coupling of the organism and the image is based
not on forms represented by a spontaneous agent but on a certain repetitive
process of the habitual binding of excitations. Janet stresses the role of habit in
the formation and development of automatisms. Moreover, following the em-
piricist tradition that began with David Hume, Deleuze points out the impor-
tance of habit and especially repetition to organic life and individuation. He
defines habit in terms of contraction. Simply put, there is a repetition of an ob-
jective sequence of elements: AB, AB, AB, A... The organism, for example, the
nervous system, retains one element (A) when the other (B) appears, and an
internal impression is formed, as Deleuze noted, “like a sensitive plate.” This is
the operation of contraction: given the impression arising from the repetition of
elements, the organism expects B when A arrives, and so on. In this way, con-
traction gives rise to a particular mode of temporality, that is, the lived present,
which has the past and the future as its relative dimensions. The past is the
preceding instant retained in the contraction and the future is that which is an-
ticipated in this contraction. Habit, then, is constitutive of our living in the pre-
sent. Of course, this habitual life involves some kind of synthesis of elements.
This synthesis, however, is not active by nature. According to Deleuze, it “is not
carried out by the mind, but occurs in the mind which contemplates, prior to all
memory and all reflection.” It is passive because it is sub-representational and
does not involve agency (“I”). This synthesis characterizes an affected and affec-
tive self prior to separations between the inside and the outside, ones that were
pointed out by Janet in terms of psychological automatisms.

Cinema is a technology that immanently modulates this operation of contrac-
tion through its repetitive rhythms. It is a technology of the lived present. Most
basically, the repetition of instants in cinema (e.g., / of a second) is not con-
sciously reflected but rather lived through in pure perception and then pas-
sively synthesized into elementary sensations and movements – sensations that
are not represented or “perceived” and movements that are not performed by a
conscious agency and thus have no end. For example, this situation is explicit in
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Émile Cohl’s Mobilier fidèle (The Automatic Moving Company, ). The
trick film presents, as its English title somewhat implies, furniture moving auto-
matically in the sense that it lacks human or other kinds of motive agency. Inert
objects are animated and are transferred by themselves. In the opening scene, a
postman drops a letter in a mailbox; the letter floats onto a nearby desk, a knife
opens the envelope, and “someone” reads the assignment. In the second scene,
a wagon (without horses) travels to a house; the doors of the wagon open and
pieces of furniture – chairs, cupboards, beds, tables – jump out, enter the build-
ing, and climb the stairs to an apartment; there, the objects arrange themselves
neatly and in order. The entire film is based on this single trick. As for the trick,
the question evidently concerns the lack of an agent or cause. The film confuses
cause and effect, the subject and the object, and presents causes in effects or
“immanations.” There is neither a clear-cut separation between the agent and
the patient nor the inside and the outside. In this way, the movement of things
in the film crystallizes the function of cinema: there is no mind that needs to add
movement to an image in cinema, the moving image being the effect of itself.
Furthermore, in its mode of embodiment, cinematic experience is based on the
material repetition of things that become synthesized in the affective state. In
this state, the movement of the image is not carried out by the mind but occurs
in the mind, in the “larval stage” prior to any clear-cut division between the
inside and the outside. In fact, from the viewpoint of conscious representation,
Mobilier fidèle would appear to be a-symbolic or a-signifying “nonsense.” In
other words, “living through” the film requires affective binding based on habit
and consequent neuromimetic assimilation. Instead of symbolic patterns, the
film puts into play the affective life of elementary sensations and movements
generated by passive syntheses of material repetition. It is precisely at this level
of passive syntheses that the cinema originally captures the living being. Cin-
ema, for its part, modulates “the thousands of passive syntheses of which we
are organically composed.”

Habitual contraction, then, characterizes cinematic embodiment. It is the
force that binds us to the screen. In this respect, it is the passive synthesis of
(audio)visual elements that creates the moving image experience. Cinema, in
other words, is based on a certain kind of “attraction” of the image. Etymologi-
cally, the term “attraction” comes from the Latin attractio, which means contrac-
tion and drawing together, and it suggests, as the first definition of the word in
Oxford English Dictionary indicates, an “action of drawing or sucking in.” In a
sense, then, to follow a concept employed by both Tom Gunning and André
Gaudreault (who borrowed it from Sergei Eisenstein), every film presents a
“cinema of attraction(s).” Generally speaking, attraction can be considered in
terms of a mode of filmic experience, which directly solicits the spectator and
attracts her/him toward the screen. As Wanda Strauven notes, it is a concept that
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emphasizes the force of the image upon the individual, even in elementary phy-
sical as well as physiological senses. Attraction points to a force that literally
draws and sucks inward like the milieu in which living bodies breathe, move
and support the living. Cinema thus modulates our living presences and habits,
the affective life of the organism.

Vitality Affects

The argument put forward thus far nonetheless demands a more nuanced un-
derstanding of what we mean by affect in this context. While the concept of
affect has been a subject of lively discussion and analysis in recent film and
media studies and cultural theory, the following treatment is mainly restricted
to findings in contemporary developmental psychology and film theory. Let
us first take a look at how one early film theorist describes the experience of
cinema. In his essay “On Certain Characteristics of Photogénie” (“De quelques
conditions de la photogénie”) originally published in , Epstein, while he was
developing the notion of photogénie, described the close-up (a technique, Epstein
noted, that was experimented on extensively in early cinema):

[A] close-up of a revolver is no longer a revolver, it is the revolver-character, in other
words, the impulse toward, or remorse for crime, failure, suicide. It is as dark as the
temptations of the night, bright as the gleam of gold lusted after, taciturn as passion,
squat; brutal, heavy, cold, wary, menacing.

Epstein here explores how the power of filmic expression is going to shape our
experience of objects and the world at large. The most interesting aspect of Ep-
stein’s description is the way in which he aligns the close-up with immediate
and immanent impulses (désir in the original) and passions, with emergent feel-
ings of colors and sensations of magnitude and quality (heavy, cold, squat) as
well as with certain affective states (brutal, menacing, taciturn). The moving im-
age, Epstein seems to imply, creates an entire web of sensual embodiment that
attracts or attunes us into its affective modes within a single shot and moving
frame. Epstein’s description of the close-up points primarily to elusive, intensive
and dynamic qualities of experience such as the explosion or surging of an im-
pulse or a feeling, the variation and play of light and shadow, or the “squat-
ness” of the image. Furthermore, when discussing the nervous energy that links
the screen to the spectator, Epstein associates the close-up with the disappear-
ance of physical distance and the production of intimacy in amodal perception:
“The close-up modifies the drama by the impact of proximity. Pain is within
reach. If I stretch out my arm I touch you, and that is intimacy. I can count the
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eyelashes of this suffering. I would be able to taste the tears.” One must note,
in passing, that also Münsterberg pointed out how “neurasthenic persons” in
particular are susceptible to “experience touch or temperature or smell or sound
impressions from what they see on the screen.”

In Cinema , Deleuze takes his cue from Epstein in developing his concept of
affection in cinema. To put it briefly and bluntly, Deleuze believes that the
function of what he calls the “affection-image,” which is emblematized by the
close-up again, is to express qualities of things, and the mode of perception it
brings forth does not pertain so much to particular sights or recognizable ob-
jects as it does to emergent shapes, rhythms, intensities and passages abstracted
from their spatiotemporal coordinates. The affection-image in this sense incor-
porates an experience of thatness before showing precisely what happens and
then discloses a dimension of the passive synthesis that was mentioned earlier,
which concerns the sensation of material movements before representations
take place. One should point out that these kinds of affective experiences do
not totally conform to the categories of emotion introduced and analyzed by
Charles Darwin in The Expression of the Emotions in Man and Animals () – for
example, happiness, sadness, fear, anger, disgust, and surprise, which are each
accompanied by a proper facial expression. Instead of the perception or com-
munication of form, the affect in cinema refers instead to the experience of bod-
ily intensity and force. Deleuze takes his notion of affection-image mainly from
Bergson, who defines affectivity in terms of the body’s intensive interiority.

Affectivity is the action of the body on itself, which takes place within the sen-
sory dynamics internal to the body. As Epstein’s description of “reaching pain”
and “tasting tears” on the screen suggests, the cinematic image encompasses
forces internal to the body in addition to external perception, and it is precisely
these forces that the medium takes hold of in organ projection.

In this respect, cinematic embodiment can be further described in terms of
what Daniel Stern has called “vitality affects.” These are characterized in dy-
namic and kinetic terms such as surging, fading away, fleeting, explosive, accelerat-
ing, decelerating, bursting, reaching, and hesitating. They concern the force, inten-
sity, quality, form, or rhythm of experience, and accompany even most of the
elementary daily events like breathing, moving, sucking, defecating, and swal-
lowing. Stern notes that “[v]itality affects are subjective experiences. They con-
sist of the temporal dynamics of changes in feelings consisting of analogical
shifts, split second by split second in real time, of affects, thoughts, perceptions,
or sensations. For instance, the felt acceleration and then explosion of anger.”

Vitality affects, as their name already tells us, form an important part in the
psychogenesis of life, since they incorporate elementary stages toward personal
unification and play a crucial role in vital processes of life such as breathing,
getting hungry, or feeling the coming and going of emotions and thoughts.
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They, in other words, make up the fabric of individuation. Crucially, Stern also
associates these experiences with amodal perceptions, which form a matrix for
the emergence of vitality affects. Amodal perceptions concern global perceptual
qualities that are held common by all of the modalities of perception such as
intensity, shape, time, motion, and number. “[A] rhythm,” Stern writes, “such
as ‘long short’ (— –), can be delivered in or abstracted from sight, audition,
smell, touch, or taste.”

We can also speak of the vitality affects of cinema, pointing out how the mov-
ing image consists of breathing rhythms, intensities of affective states, and form
and texture dynamics, among other things. From the outset, cinema emerged
as an embodiment of such a mode of experience. In a contemporary description
of the Lumière Exhibition in Sweden in , one commentator pointed out that
while witnessing “the workers streaming out of a factory” he noticed how
“every little movement, every twitch of a muscle stands out so clearly that we
seem to see the picture in real life.” While this description revealed a common
and cross-cultural fascination among the early writers on cinema with the “life-
likeness” of the shadows projected on the silver screen and the vividness of
emotions produced by changing figures and settings, what is notable in it is
how it pointed to the micro-temporal dynamics of cinematic embodiment. The
cinema, the author tells us, is about movement and twitching, implying that the
moving image captured the micro-temporal dynamics of experience that con-
cerns perceptions of the intensity of a smile, the twitch of a muscle, or the rapid-
ity and rhythm of hand movements, for example. What the commentator de-
scribes as the image’s lifelikeness is due to cinema’s capacity to capture affects
that manifest the body’s vitality, transposing them onto the screen irrespective
of the particular bodies to which they belong. As Brian Massumi describes it,
“Affect is autonomous to the degree to which it escapes confinement in the par-
ticular body whose vitality … it is.” A similar perception that directly con-
cerns the body’s sensation of its intensive interiority in an external image can be
found in Béla Balázs’s s theory of the close-up. Wrinkles and muscle
twitches, Balázs wrote, participate in a temporal dynamics of changing feelings,
and he referred to Asta Nielsen’s case in particular in which “[w]e see every hint
of expression around her eyes and mouth and watch them relax one by one and
slowly change. For minutes on end we witness the organic development of her
feelings, and nothing beyond.” Balázs’s description directs our attention to the
surface of the image as the interplay of affective charges triggering the swell of
emotions. The image turns into a kind of dynamic experience especially in the
close-up that produces breaks and gaps in the links between images subjected
to narrative and/or spatiotemporal continuity, generating particularly emotion-
ally colored tensions and rhythms.

Umwelt: Automatism and Affectivity 93



This suggests that the so-called lifelikeness and emotional force at issue here
is not so much about what films show but more about the movement and
twitching of the cinematographic image itself. As known, one of the main at-
tractions in the Lumière Exhibition were the transition of the still image into a
moving one. For the first time in the history of visual culture microscopic varia-
tions, which our fabric of reality is made up of, were also subjected to constant
animation and modulation. This holds true even of the earliest films such as
Sortie d’usine (Workers Leaving the Lumière Factory, ) that, as Gau-
dreault has analyzed, already consisted of dynamic fragmentations and seg-
mentations. The sequences of their constituent frames were “noncontinuous”
in their organization, and were affected by breaks and disproportion. Conse-
quently, the intensive surface of the moving image comes into focus, and then
suddenly jumps, embodying the twitching of nerves and muscles, saccadic
rhythms of figures as well as changes in the positions and trajectories of figures
directly influencing the intensities of our visual field and bodily experience.

This bodily dynamic bears on what Stern calls “temporal contours” of experi-
ence. These are “objectifiable events” and correlate with the emergence of vital-
ity affects. Temporal contours consist “of the analogical shifts… in the intensity,
rhythm, or form of the stimulation [of the nervous system].” Crucially, Stern
argues that it is also from these rapidly changing and varying contours, accom-
panied by specific affects that our subjective now, the lived present, or what he
calls the “present moment,” generates. This is the time, Stern observes, that is
“needed to make meaningful groupings of most perceptual stimuli emanating
from people, to compose functional units of behavioral performances, and to
permit consciousness to arise.” Stern says that the present moment lasts be-
tween one and ten seconds, with an average duration of circa three to four sec-
onds. But he also keeps its quantitative definition open, the main point being
that “one coherent continuous event fills the entire duration of a present mo-
ment.” It is from these moments that our sense of self and agency – and also
the differentiation from our surroundings – emerges. Present moments establish
existential coherence in both personal and intersubjective terms.

With rapid movements on the surface of the image, shifts in rhythms with
cuts or montage within the frame itself, cinema composes temporal contours
that shape diverse sorts of affective modes. But Stern’s concept of vitality affects
opens up a perspective on the moving image we have not considered so far, that
is, the creation of meaningful spheres of action and feeling in cinematic embodi-
ment. The question is how continuous present moments emerge and get modu-
lated in cinema. Raymond Bellour suggests that we can establish a correspon-
dence between the present moment and the shot in analytical terms. The shot,
he argues, forms a unitary block of duration comparable to the present moment,
one that is indefinite and internally divisible into actions and rhythms, which
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contribute, in a micro-temporal dimension, to the emergence of an event with a
unique sense. A similar understanding of the shot in fact arises in Deleuze, who
defines it as a unity of movement/duration that “embraces a correlative multi-
plicity which does not contradict it.” Of course, shots with variable durations
do not easily conform to the time limits of the present moment provided by
Stern, and Bellour refrains from making a literal connection between the two
analytic terms. Instead, he suggests that numerous modalities of variation with-
in the shot itself may also count as present moments in cinema, incorporating
shifts in thoughts, feelings, action, stance, and bodily dynamics. The point is
that the concept of present moment permits us to separate and crystallize in de-
tail those sensible durations within or between shots that participate in putting
up the polyphonic constellation that is the meaningful world of a film. In other
words, it permits us to point out those “multiplicities” of micro-temporal
rhythms, variations and actions created in cinematic expression that constitute
processes of individuation resulting in psycho-physiological unity in the cin-
ema.

From this perspective, let us now look at Edwin Porter’s The Great Train

Robbery (Edison Manufacturing Company, ) and analyze one particular
shot from it. The film’s storyline is straightforward: a bunch of bandits rob a
train of the money transfers and the passengers’ valuables. The robbers attempt
to flee but are pursued by law enforcement officers and are eventually caught
and killed in an exchange of gunfire. Critical analyses of this film have often
concentrated on the narrative editing and the technique of crosscutting it uti-
lizes. Instead of taking up these issues, we shall here merely analyze the im-
plications of the film regarding our understanding of affective experience and
the role of present moments in cinema, focusing on the film’s third scene. This is
a continuous shot that shows the inside of an express car where the money is
being guarded by a messenger. Let us look at the moments or durations that
create this scene, which lasts roughly  seconds in total:
– The scene begins with an establishing view with a matte shot: in the back-

ground we see the landscape rushing past in a blur through an open side
door, while in the foreground we see an empty floor. There is one coffer
open on the floor on the other side of the interior and others piled up against
the wall. The messenger is busy with the baggage (c.  seconds).

– Suddenly, the messenger gesticulates as if he hears something; he runs to the
closed door on the left of the car and peeks out of the keyhole. Then he
rushes back to the coffer on the floor to lock it (c.  seconds).

– Two bandits break the door down (with pieces falling to the floor), while the
messenger locks the coffer and throws the keys out the open train car door.
He pulls out his gun and takes cover behind the pile of coffers (c.  seconds).
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– The bandits break the door down on the left and gunshots are exchanged,
with smoke from the weapons filling the air. The messenger gets shot and
falls down on the floor (fig. ) (c.  seconds).

– Two diverging lines of action now emerge (c.  seconds). One of the bandits
tries to open the coffer, searches for the keys to the lock, and finally sets up
an explosive. Meanwhile, the other bandit guards the door they broke down,
gesticulating and moving around nervously. The alternating shifts or “cuts”
in affects and rhythms between the two men can be seen as constituting two
or more separate present moments here.

– After setting up the explosive, the bandits run for cover outside the picture
frame, and the coffer explodes (fig. ) (c.  seconds).

– They come back, collect what they were after, and depart (c.  seconds).

Figure  Still from The Great Train Robbery, by Edwin S. Porter (Edison
Manufacturing Company, )

The establishing view is based on a perceptual disorientation comparable to the
one we have seen in the previous chapter in A Storm at Sea. With the train
moving parallel to the screen from left to right, the surfaces of our perceptual
field and our kinesthetic sense of location are dislocated and identified with the
moving train. The background merges with the moving projectile and its velo-
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city, which, as Jonathan Crary suggests, challenges the symbolic apprehension
and solicits bodily density in experience. The unfolding of the scene takes
place through a rhythmic composition of diverse durations made up of various
lines of forces, establishing, as Crary describes, a “kinesthetic constellation of
moving forces” that is based on affective binding by which we are immediately
sucked into the film’s rhythms. This binding primarily yields a mode of proprio-
ceptive bodily engagement, conveying a sense of weighed physical movement
on the train. Several other kinds of affective modalities are also created, based
on this kinesthetic experience generating from the mobility of the frame and
background. These concern the visceral tensions emerging from the gun battle,
the growing tension as the bandits wait for the coffer to explode that may in-
crease the rhythm of breathing or the heartbeat, the burst of intensity as the
coffer explodes, as well as the haptic quality of visual sensation when the smoke
and notes from the coffer fill the air that makes us feel the tactile dynamic of the
image surface in our bodies. Moreover, by analyzing the scene based on the
various durations that alternate within the shot’s internal montage, we see that
the shot accelerates toward the middle, creating tensions of intensity and speed,
which are focused on the gun battle and the explosion. All in all, the scene puts
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up an affective space where the visual field becomes essentially translated into
proprioceptive sensations of bodily intensity, rhythm, and speed.

But, what is important in this scene with respect to our previous examples is
that, from within this affective space, actions and intentions also emerge. In
other words, from within the vitality affects that the scene establishes – consist-
ing of prorioception, haptic vision, and visceral sensations –meaningful units of
behavioral performance arise that concern dramatic tensions, intentions and
goal-directed actions in the unfolding of the film’s story: the bandits break in
order to steal the money, the messenger throws the key away to protect the con-
tents of the coffer, and so on. These, however, should not be confused with sym-
bolic patterns (the storyline as told and “past”). Rather, they are about the pro-
cess of narrative development, which each present moment in the scene
contributes to. Stern, in fact, considers intentions as the major elements of pre-
sent moments and the pre-symbolic and pre-verbal narrative organization of
experience, describing how “the present moment has the feeling of intentional-
ity in movement.” He goes on to argue that the “intentional-feeling-flow”
these moments incorporate forms an important aspect of our intersubjective re-
lations and the understanding of the behavior of other people.

The Great Train Robbery builds on this kind of an intentional-feeling-flow
made of present moments, which, for their part, build on the micro-dynamic
and affective – in the first instance proprioceptive – dimensions of experience.
The kinesthetic sensation of being moved becomes aligned with purpose-ori-
ented action, which embodies a correlation between the eye and the hand. The
film thus creates a fundamental experience of sensorimotor power to feel affec-
tions and act, which forms the basis of personality and agency. In the film,
spatial relations are no longer primarily immersive and devouring but acquire
a certain kind of operative unity, whereas objects become functional elements in
actions – coffers offering cover, keys performing a significant role in the dra-
matic tension between the bandits and the messenger, for example. As Bergson
explains, “[t]he objects which surround my body reflect its possible action upon
them.” One could say that spatial relations and objects become parts of the
intersubjective matrix that the film enacts in the flow of present moments. These
moments then compose the story of the film as lived, which is not necessarily
verbalized or symbolically represented. They, in other words, contribute to the
experience of the film as meaningful – to our understanding of the actions and
gestures of the messenger when the robbers break in and the bandits’objectives.
Unlike our previous examples such as the earliest Lumière films where the
event of the image becomes the focus, or The Big Swallow and Mobilier fi-

dèle that trigger automatic, affective binding, The Great Train Robbery gen-
erates intersubjectivity based on the access to other people’s experience and the
awareness and understanding of their motives, desires, feelings, and thoughts.
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Stern notes that intersubjectivity plays a significant role in psychogenesis when
it comes to both social relations and self-identity and self-cohesion. Further-
more, according to Stern, “All present moments involving intersubjective con-
tact involve actions, be it a mutual gaze, a postural shift, a gesture, a facial ex-
pression, a respiratory change, or a change in vocal tone or strength.” In
addition to the affective space, The Great Train Robbery also constructs an
“action-space” around the continuity of spatiotemporal relations as well as on
the intentions and behavior of the characters. Thus the film brings about a
meaningful environment or “world” (in a phenomenological sense) where per-
sonal and intersubjective coherence emerges on the grounds of mutual actions
and shared intentions and feelings. This is the world of meaningful behavior,
action and communication that the cinema gives rise to.

The Open

As the case of The Great Train Robbery reveals, affects and automatisms also
generate agency in cinema. Vivian Sobchack, with regard to this notion of
agency, points out how the cinema gives rise to a “cinesthetic subject” that
senses screen events affectively in the interior of its body. Sobchack posits that
film experience involves a reciprocal relation between the viewer and the screen
in which the field of the image momentarily becomes an intensified sensory
experience within the viewer’s own body. “The cinesthetic subject,” she writes,
“feels his or her literal body as only one side of an irreducible and dynamic
relational structure of reversibility and reciprocity that has as its other side the
figural objects of bodily provocation on the screen.” Sobchack thus describes
the fundamental feeling of subjective cohesion, the feeling of “my body” and
sensorimotor power, that takes place in cinema.

However, we must note that subjective cohesion emerges from the “larval”
state of passive syntheses, which actually make the dynamic relational structure
of reversibility that Sobchack introduces possible. Every corporeal and psy-
chodynamic gesture by which elements are synthesized into functional and
meaningful wholes (e.g., keys becoming part of the scene’s dramatic tension) is
fundamentally based on passive syntheses, since the latter are what make up
the individual itself. As Gilbert Simondon shows, the individual always exceeds
itself in its constitution, as its existence supposes a reality that is “pre-” as well
as “trans-individual.” We have analyzed this reality in cinema in terms of
techno-aesthetic automatisms based on habit. These automatisms are what in-
dividuate us in a certain manner. Emotional and behavioral patterns, personal
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memories and conscious representations in the cinema are a kind of second-or-
der of automatisms that derive from habitual contractions.

Existential, subjectively embodied experiences in cinema, depend on and
emerge from fields of pre-individual singularities. In this respect, a crucial ana-
lytic concept is that of the (technological) milieu, which stems from the ecologi-
cal considerations brought up above. We have already implied how in our ex-
ample, The Great Train Robbery, functionally inhabited milieus are generated
in cinema. That happens when the sensorimotor circuit between the body and
the moving image not only nervously contracts, jerks, immediately reacts, hal-
lucinates, or stammers and babbles on the pre-individual field, but begins to act
and behave in a certain characteristic manner; that is to say, when gestures no
longer appear as nervous, but an operative dynamism between the modern me-
dia technology and the living being becomes established. George Canguilhem
points out how the relation between an organism and its milieu should not be
understood merely mechanistically in terms of isolated reactions to stimuli but
rather in terms of action produced by an agent capable of representing a given
situation as a sensible whole: “The reaction is always a function of the opening
of the senses to stimuli and its orientation relative to them. This orientation de-
pends on the meaning of a situation as it is perceived in its entirety.” Accord-
ingly, Deleuze, in Cinema , following Canguilhem as his main point of refer-
ence, outlines how the cinema gives rise to “a physico-biological domain” that
corresponds to this notion of milieu as the relative outside for an agent. The
cinematic action-space should be conceived as the milieu in an ethological sense
that “designates the ambiance or the encompasser which surrounds a body and
acts on it, even though the body reacts on the milieu.” The “physico-biological
domain” of the moving image concerns the processes of individuation between
the living being and its surroundings in cinematic embodiment. In these pro-
cesses, qualities and powers of cinematic expression become actualized in deter-
minate, geographical, social and historical space-times, whereas affects are em-
bodied in behavior and emotions. In The Great Train Robbery, basic
expressive elements such as mobile viewpoints and the mobility of the image
itself get incorporated into a socio-technological space-time, which is the pas-
senger train in the Wild West, whereas affects become elements in certain kinds
of emotions relating to the brutality of the bandits, for example.

The result in The Great Train Robbery, as noted, is the creation of a sphere
of meaningful experience. The moving image gives rise to a “living” space with
characteristic behavioral patterns and emotional qualities. A functional sensori-
motor circuit is established between the moving image and the living being, one
in which the latter not simply reacts to external stimuli in terms of the reflex arc
but acts in a sensible situation, produces action that has a determinate function
in the situation. As Simondon argues, action not only modifies a milieu but,
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more fundamentally, it modifies the very network between subject and object
and thus generates a new dimension for the living. In action, disparate and
“kaleidoscopic” perceptual and affective plurality becomes circumscribed and
integrated into a unique, individual viewpoint from which the world is attribu-
ted with signification and specific goals.

One can point out these processes of individuation especially in David W.
Griffith’s work, which crystallizes how cinema generates several kinds of mi-
lieus determined in causal, behavioral as well as emotional terms. Let us have a
short look at Way Down East (), a sentimental melodrama about the loss
and regaining of innocence. In short, the story is about Anna Moore, played by
Lillian Gish, who is driven to poverty and is forced to leave her mother’s home
in the countryside to visit their wealthy relatives in the city. There she is misled
and seduced by the socialite Lennox Sanderson and she becomes pregnant.
However, her baby dies soon after birth and Anna is left drifting. Eventually, as
if by chance, she finds a position at the Bartlett’s farm, where she and David
Bartlett secretly fall in love. The film, in its composition, develops functional
articulations between at least two different kinds of milieus individuated as
particular space-times by means of parallel alternate editing. These milieus are
intersubjective matrixes with diverging emotional qualities and behavioral pat-
terns. On one side, there is the countryside that encompasses particular places
of action such as the Moore’s home and the Bartlett’s farm in different villages.
These are impregnated with various emotional qualities such as honesty, happi-
ness, poverty, and innocence. On the other side, contrasted with these rural
places, there is the modern city, which is especially mirrored in the house of
Anna’s relatives that is marked by luxury, secrecy and humiliation. Way Down

East is largely based on the dramatic tensions between these two milieus. As
Michael Allen notes about Griffith’s narrative style, it plays out series of dou-
blings, mirrorings and repetition patterns. For instance, there is a mixture of
comedy, shame and humiliation when Anna, arriving from the countryside, is
unfamiliar with the habits, styles and fashions of the city. In the course of the
film, particular actions take place that are triggered by and release these ten-
sions: Lennox Sanderson seduces Anna in a setting of modern decadence sym-
bolized by the parties of urban society; Anna seeks refuge in the Bartlett’s home
in the countryside. But the deeply religious Squire Bartlett throws Anna out of
his home after having heard about her “disgraceful” past. In this way, the film
brings about an organic unity, which is divided into spatiotemporally, geogra-
phically and socially differentiated parts that act and react upon each other:
rural/modern, woman/man, moral/decadent. This unity is specifically character-
ized by different emotional charges between the parts: love, disgrace, hate.

The unity of the film is thus built on the perception of various locations and
relations between them. Through dramatic lines of action, space is divided into
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particular localities and acquires quality. It is inhabited and responds to the
characters’ actions in the way it is organized. The key technique in this differen-
tiation is crosscutting, which organizes spatiotemporal coordination by arrang-
ing repetitions, doublings, tensions and differences between the various parts.
Crosscutting shapes the rhythms, which allows cinema’s intensive “spatium” to
be divided into various lines of action (extension) and emotional and behavioral
patterns (quality). Crosscutting allows space to become a drama of existence, a
drama of life. For example, in the film’s penultimate scene, the passions and
emotional tensions – the film’s myriad emotional register from disgrace to re-
strained love – discharge explosively as the secret of Anna’s past relationship
with Lennox as well as David Bartlett’s love for Anna are exposed. Bewildered,
Anna runs away from the Bartlett’s home into a nearby forest. The natural sur-
roundings become expressive of the overall emotional explosion in the form of a
snowstorm in which Anna gets lost and almost drowns in an icy river. The
snowstorm thus responds to the tensions between the characters by turning the
environment into affective surroundings. The crosscutting technique finds its
culmination here, when we see David pursuing Anna in order to save her in
time. The scene alternates between two lines of action and creates a feeling of
suspense, as we remain unable to determine the distance between Anna and
David. The tempo increases when they both seem lost in the blizzard as the
figures almost vanish in the snow and our perceptions become increasingly con-
fused. The suspense grows in an exchange of close-ups of the faces of Anna and
David, which interrupts the flow of action and gives the situation its affective
intensity and emotional expression. This suspension is ultimately cleared up
after we experience a temporal jump, as David appears in Anna’s space and
rescues her from the ice floe.

Although this analysis may be too sketchy and limited to give proper credit
to the film, it is important to note how in Way Down East one becomes em-
bedded, both in terms of perception and affection, in a complex milieu that has
spatial directions, various locations, as well as certain emotional and behavioral
qualities, and which is active in the sense that it responds to actions. There is a
synchrony between “my body” and the moving image, which the parallel edit-
ing in particular contributes to. At an experiential level, as Francesco Casetti
insists, crosscutting gives a sense of ubiquity in perception from a relatively
fixed point of view: “[T]he camera frames a situation, moves to another, then it
returns to the first, and so on. Allowing us to witness different moments in real
time, it transports us through space with such rapidity that we become ubiqui-
tous without ever losing our sense of position.” Crosscutting gives us a sense
of “here” and/or “there,” a position from which we can locate things and
beings, give the world certain kinds of spatiotemporal coordinates, and perceive
it as meaningful and emotionally charged. Most importantly, crosscutting gives
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us a position from which we can locate ourselves and find our existential bear-
ings within our surroundings, and gain a sense of ourselves as purposeful
agents. Space is neither an inert container of things nor a spatium in which the
individual is dissolved but rather divided into dramatic trajectories and loca-
tions. It is projected as a field of actions and reactions that have a bearing on an
existential burden. As Casetti points out, in our cinematic modernity, space in-
serts what is contained in it “within a complex environment, it declines it ac-
cording to this accent or that, it defines its weight and role. In this sense, we are
not before a simple container, but something that dictates and responds. In a
word, we are in front of a world.”

In these terms, one could say thatWay Down East creates a “world” of affec-
tion and action. It testifies to the sensorimotor power of the moving image to
let us feel affections and perform actions. The film absorbs us into various ma-
trixes of movements, rhythms, intensities and temporal patterns that we ex-
perience as functional, meaningful milieus shaped by certain characteristic
emotional and behavioral qualities. Of course, Griffith’s work in this respect,
contributes to the establishment of film as a storytelling medium, improving
various narrative strategies, and it also anticipates classic Hollywood cinema.
But, instead of perspectives on filmic narration, what concerns us here is how
The Way Down East and The Great Train Robbery claim a so-called “etho-
logical-aesthetic” approach to cinematic experience. The notion of ethology
points directly to the biologist Jakob von Uexküll’s work from the s and
s, and especially to his concept of the Umwelt that includes the notion of
action as its significant component. Moreover, we shall also see that Uexküll’s
work takes us back to the biopolitical context of cinema that we analyzed in the
previous chapter.

“As the spider spins its threads,” Uexküll wrote in his short book A Stroll
through the Worlds of Animals and Men (), “every subject spins his relations
to certain characters of the things around him, and weaves them into a firm web
which carries his existence.” This is how Uexküll describes the ethological
point of reference: the “phenomenal world or the self-world of the animal,”
that is, the Umwelt which is “the world as it appears to the animals them-
selves.” In other words, the Umwelt is the existential world of the animal, the
world in which the animal lives. As such, Uexküll understands the Umwelt as a
closed unit formed by the domains of sensation and action. According to him,
the attributes of external objects are constituted by perceptual or receptor cues
(Merkmal), which unite the perceptual or receptor signs (Merkzeichen) of the sen-
sory system specific to a living being. On the other hand, external objects also
depend on impulses or effector signs (Wirkzeichen) by means of which motor
organs modulate the object following effector cues or functional significance
(Wirkmal). Thus, “[f]iguratively speaking, every animal grasps its object with

Umwelt: Automatism and Affectivity 103



two arms of a forceps, receptor, and effector. With the one it invests the object
with a receptor cue or perceptual meaning, with the other, an effector cue or
operational meaning.” According to Uexküll, an environmental object is per-
ceived and acted upon – a part of the Umwelt – only to the extent that it pos-
sesses certain qualities that can serve as receptor cue-bearers or effector cue-
bearers and thus becomes part of the fields of perception and action. The Um-
welt is based on the sensory and motor fields characteristic of an animal in
which subject and object are articulated with each other in functional cycles of
affection and action.

The Umwelt is a closed sensorimotor whole – and the only world the living
being itself is capable of perceiving and knowing. For example, out of the infi-
nite number of stimuli radiating outward from a forest, the Umwelt of the tick
(Ixodes ricinus) is composed of three receptor cues and three effector cues related
to the smell of a mammal’s skin, the tactile qualities of its fur, and the heat of its
blood. This is everything the tick actually perceives in her search for blood, after
the completion of which the tick deposits her eggs and dies. As such, it is the
Umwelt that actually defines the tick. The organism does not simply adapt to its
environment but, essentially, is only in relation to its Umwelt, and it becomes
aware of itself – capable of acting and behaving – only with respect to its Um-
welt. Furthermore, as Keith Ansell Pearson points out, in Uexküll’s theory the
Umwelt even defines the animal as a species – “species,” however, not simply
understood as a biological entity and approached in modern terms of relations
of descent but, instead, in line with an older tradition according to which spe-
cies relates to specifiers or specifications of the milieu. For Uexküll, the animal
as species is constituted by the affects through which it can create a world for
itself. Species is defined in terms of a “semiotics of affect.”
As it establishes functional sensorimotor circuits between the image and the

body, the cinema can be seen as giving rise to specific Umwelts, that is, systema-
tic closed wholes, which even define our “species-being” in terms of the affects
and actions we are modulated to be capable of. In cinema, the inside is precisely
the projected outside, and it is through this kind of organ projection that the
moving image turns into an Umwelt which we become aware of and, further-
more, with respect to which we become aware of ourselves in the sense of being
capable of anticipating the future, having desires, passions and producing
meaningful action. The image turns into a circuit of perception cues (percep-
tions and affections) and effector cues (actions).

Uexküll observes how the properly human Umwelt is based on the critical
duration of / of a second that forms the limit of an indivisible elementary
sensation (auditory, tactile or visual stimuli occurring in shorter intervals are
not perceived discretely). As cinema technology exceeds this critical threshold,
it connects directly to and modulates the organism and the functions that per-
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tain both to the unconscious and self-awareness, the latter being signaled by
goal-oriented action and the anticipation of the future. It determines the affec-
tive and functional relations that the organism is capable of, and thus it also
defines how the organism becomes individuated or specified. In other words, it
becomes a power-relation that determines possible actions, affective and func-
tional capacities of the living being, and thus individuates and “specifies” the
organism in a certain manner. In this respect, however, one should stress that
the projection of the outside – that is, the construction of an Umwelt in cinema –
does not depend on the natural capacities of the living being but, rather, on the
cinematic system that harnesses perception and effector cues into its mechanics.
As we have seen in the previous chapters, the form of life produced within the
technological medium is not “natural” life but experimental, bare life that was
originally resuscitated in the laboratory – a form of life that transcends the one
sustained by the human organism itself. Indeed, as Canguilhem points out, “to
study a living being under experimentally constructed conditions is to create a
milieu for it, to impose a milieu upon it.”

From this perspective, the cinema appears as a kind of experimental labora-
tory in which affects, emotions, gestures, and facial expressions are isolated and
organized, and new modes of being created. In this process the cinema resorts
to the micro-temporal dynamics of vitality affects that shape the present mo-
ments, which our personal and intersubjective worlds are made of. The tech-
nique that especially corresponds to this is the close-up. From these moments,
narrative flows, behavioral patterns, and emotional qualities are generated in
particular settings and experiences by means of crosscutting, for instance. In
other words, particular Umwelts emerge from these moments in cinema – and
experimentation turns into existence. Way Down East in many ways attests to
this. In the penultimate scene, variations of speed, rhythm and tempo within
actions in the image, close-ups and parallel editing give rise to a world where
questions of life and death are at stake when we get lost and find ourselves in
the blizzard again. Here cinema fundamentally functions as an existential tech-
nology in the sense that it prescribes what we can assume our world is made of
and how we locate ourselves within it.

A similar perspective on cinematic embodiment appeared in a  short
story by the Austrian novelist Joseph Roth in which the writer describes himself
as being in a small town somewhere in rural Germany. What surprises him is
the behavior of the local residents who display too much elegance for small-
town provincial types and who are too aware of the latest fashions and styles.
The protagonist finds an answer to his quandaries when he goes to the local
cinema on a rainy Sunday. This is where the locals become absorbed in the mov-
ing images on the screen, following the movements and styles of characters
with particular intensity. Every gesture of the heroine or the hero, every facial
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expression and micro-movement of muscle is absorbed by the spectators. The
moving image is thus disclosed as the source of people’s behavior, gestures and
expressions – from the coquettish facial expressions and head movements of the
women who greet one another on the streets, to the maid who behaves like a
lady, to the men who wear monocles. The cinema appears as an Umwelt that
prescribes the capacities of affection and action. Roth describes how people con-
struct for themselves a “second self” with which they even sometimes merge
from the shadow figures, scenes and actions in the cinematic world on the
screen. Spectators, in other words, incorporate the moving image as their own
personal, phenomenal worlds.

This observation of how gestures, postures, behavioral patterns and expres-
sions are absorbed in cinema was not unique to Roth alone, several other voices
in the s and s – from Marcel Mauss’s writings to the Payne Fund Stu-
dies – noticed the role of cinema in organizing life-worlds. Martin Heidegger
in his work on the power of technology in the biopolitical context of modernity
during this period, described how technological media immanently stir and
“machinate” our being. Heidegger contends that the power of technology
over the living operates by enclosing the living being in a structure of what he
terms “lived-experience” (Erlebnis). This denotes a delimited, subjective world
of experience. By prescribing possibilities of sensation and action, modern me-
dia and especially cinema play an important role in this enclosure, which char-
acterizes the modern individual. “‘Motion picture,’” Heidegger writes, “is the
public installation of the ‘new’ societal comportments, fashion, gestures, and
‘live-experience’ of ‘actual’ ‘lived-experiences’. It is not that films are trashy, but
what they offer as the consequence of machination of lived-experience and what
they disseminate as worthy of live-experience.” Heidegger sees the cinema as
a specific kind of modulation of life potentialities. He seems to suggest that the
intimate fact of living gets confused with the public image, so that cinema actu-
ally structures and modulates our being and creates particular worlds of lived-
experience.

Thus we can see how the cinema operates in the biopolitical context of mo-
dernity and creates the political “double bind” that Michel Foucault under-
stands as “the simultaneous individualization and totalization of modern
power structures.” As Roth’s tale suggests, the cinema totalizes by standardiz-
ing the processes of individuation. In other words, by capturing and modulat-
ing pre-individual singularities such as affects and bodily intensities, moving
images create specific modes of being that are common to everybody. In this
sense, the cinema participates in processes by which, following Foucault, bio-
power takes control over “relations between … human beings insofar as they
are a species, insofar as they are living beings, and their environment, the milieu
in which they live.”
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This is what Heidegger’s notion of “lived-experience,” symptomatic of mod-
ern biopolitics, describes. It can be further deciphered in relation to what the
philosopher, who was strongly influenced by von Uexküll, argues about the
animal and its environment. Heidegger explains that “animal” life, or life de-
fined biologically, as well as the structure of lived-experience can be seen as
identical to one another. For Heidegger, the animal is essentially characterized
by a certain organization of possibilities: the animal is “capable of” (Fähigsein
zu), and what it is capable of is behavior (Benehmen). This basically means “see-
ing, hearing, seizing, hunting, fleeing, devouring, digesting, and all the other
organic processes.” Behavior for its part is possible because of a peculiar rela-
tionship that exists between the animal and its environment, which Heidegger
calls “captivation” (Benommenheit). The animal can behave insofar as it is cap-
tive, which denotes the animal’s factual relatedness to things that actually affect
it. For the animal, “[s]eeing is the seeing of what is seen, hearing is the hearing of
what is heard.” Heidegger writes that, in this process, “the animal surrounds
itself with a disinhibiting ring which prescribes what can affect or occasion its
behaviour. Since this self-encirclement belongs to the animal, it always intrinsi-
cally bears its disinhibiting ring along with it and does so as long as it is
alive.” The disinhibitor (Enthemmende) opens up the animal’s environment
and prescribes what the animal will become aware of and what the animal will
be interested in. Moreover, the disinhibiting ring – which clearly corresponds to
Uexküll’s Umwelt – determines the “innermost organization of the animal.” It
shapes the way in which the animal encircles itself within the environment and,
consequently, the environment as such that is open for the animal. The disinhibi-
tor defines what the animal can see, hear, taste.
It is not a question here of whether Heidegger’s views on the animal are plau-

sible or not. Instead, what concerns us is how they shed light on media techno-
logical modulations of life in biopolitical modernity. The notion of a disinhibit-
ing ring points to biological, “animal” life as the substratum of cinema. In
Heideggerian terms, it is the cinematic shaping of sensorimotor capacities as
well as behavior and emotions by techniques such as the close-up or crosscut-
ting, which appears as a mode of captivation – captivation within which the
subject is driven toward and taken by what actually affects it, that is, the images
of affection and action that the cinema creates in its aesthetics. Such images ap-
pear as emanating from the inside and cannot be clearly distinguished from the
organism’s specification. In this way the moving image takes hold of and deter-
mines the “innermost organization” of the living being caught by it. It encircles
the disinhibiting ring that prescribes the capacities and contents of affection and
action, and becomes what is open to us, our Umwelt. For Heidegger, however,
this kind of life is separated from and incompatible with Dasein, which concerns
the so-called authentic existence of humans and their fundamental openness to-
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ward the world as such (that is, the world as “non-machinated”). In other
words, biological life for Heidegger does not communicate with qualified exis-
tence, logos. This is, of course, his criticism of cinema: it excludes authentic
existence from its aesthetics. The moving image does not amalgamate the exis-
tential “there” of Heidegger’s “being-there” (Dasein).

To summarize, we have first of all seen how the moving image encompasses
pre-individual automatisms and how, as a mode of biopower, the cinema is
based on the processes of selection and projection within which our most ele-
mentary affections and habits are shaped and organized. Cinematic Umwelts
arise out of these processes in which individuals bind themselves to their own
identities and the consciousness modulated by the moving image. At critical
points, pre-individual automatisms turn into emotional and behavioral pat-
terns, and the moving image creates milieus or Umwelts that individuate and
specify us in certain ways. It makes no sense in this situation to separate exis-
tence from life, being from technology – or, for that matter, any kind of authen-
tic “there” from the “here” of cinema. That is because cinematic life is constitu-
tive of existence, while technology is constitutive of being. However, as we shall
learn in the following chapters, this does not mean that there are no other
modes of openness within the moving image except for the sort of captivation
we have thus far analyzed as characteristic of cinema’s biopolitical vocation.
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4 Paradox-Image: Mapping the
Unconscious

White Screen

Léonce Perret’s  film Le mystère des roches de Kador presents one of the
most beautiful scenes in the early history of cinema: the female protagonist, Su-
zanne (Suzanne Grandais), shrinks away from a white screen filled with light in
front of her and eventually she faints (fig. ). The film’s story is about Suzanne
who has fallen into an amnesic and catatonic state due to the traumatic shooting
incident in which Suzanne’s cousin has attempted to shoot her fiancé at the sea-
shore. A Professor Williams treats Suzanne with a “new cinematographic meth-
od in psychotherapy,” which consists of restaging and recording the traumatic
event and then showing the film to the patient. This particular scene displays
the screening of Professor Williams’s film, which leads directly to Suzanne’s re-
covery. Most importantly, having seen the film, Suzanne recovers her “faculty”
of language and thought, that is, a faculty which in the history of Western
thought is closely associated with articulate and meaningful speech as opposed
to mere silence or the sounds of “brute beasts.”

The scene itself, however, is interesting in that it lacks communication, bor-
dering on an essential speechlessness. Suzanne’s appearance, in fact, can be
compared to a mute Golem of sorts. As we watch Professor Williams’s film,
Suzanne is like a “sensitive plate,” neither active nor purely passive, who is
merely registering the events recreated in the screen. Williams’s film shows her
fiancé coming to look for her in a rowboat. Suzanne’s cousin shoots the fiancé,
and, even though he is wounded, he manages to pick up the unconscious Su-
zanne lying on the shore until he also passes out, and they are both thrown into
the boat and cast adrift. However, what the scene stresses in its composition is
not so much what Williams’s film consists of, but rather how Suzanne gets up
and recoils after the film ends and the white screen appears as the projector
illuminates the room. The cathartic moment charged with a strong affective
force occurs when there is nothing left to be seen but bare “imagelessness.” Just
as there are no words, in a sense, the images are also absent (or, rather, what the
actual image attempts to bring forth is the absence of any image).



Figure  Still from Le mystère des roches de Kador, by Léonce Perret
Production Gaumont, ; Collection Musée Gaumont

What does Suzanne actually “see” then? Kador clearly suggests that she is fa-
cing her own amnesia. Suzanne passes out during the original traumatic event
because her cousin has put a sleeping potion in her tea. Thus, she does not have
any memory of the event. Those memories only emerge afterwards via the fil-
mic recreation of the event. This means that Professor William’s film itself is
Suzanne’s memory about an event she has never consciously experienced. The
film does not function as the mere retention of personally experienced past
events but as the impersonal and non-subjective “tracing” of her memory – as
the other inside her, one that she would never have been able to recollect other-
wise. In this way, for Suzanne, there is nothing to remember, and the white
screen eventually displays her amnesia.

What is unique about this film-within-a-film scene compared to similar
scenes from the era is this explicit and fundamental alignment of the empty
white screen with fundamental forgetting. The scene does not generate the af-
fective and even psychotic process of transfiguration between this world and
the screen world such as we see in Edwin S. Porter’s Uncle Josh in the Mov-

ing Picture Show () or in Buster Keaton’s Sherlock Junior (), for
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instance. Keaton’s film features a famous scene that depicts how the hallucina-
tory double of a projectionist, who has fallen asleep during a show, detaches
from his original body, and walks down to the cinema to enter the movie screen
so that he becomes part of the events in the film. In both Uncle Josh and Sher-

lock Junior, the screen is displayed as one that solicits corporeal submission
and triggers affective automatisms. The screen “screens” us into its world, that
is, creates an Umwelt composed of a bodily texture of affection and action that is
characteristic of biopolitical modulations of the living.

By contrast, in Kador, cinema is articulated in terms of the automatisms of
memory and thought, which embrace the changing configurations of visuality
at the turn of the twentieth century. It surpasses the purely optical and the
physiological and the screen becomes an opaque surface that nonetheless mod-
ulates Suzanne’s psychic capacities. The screen has an “imaging” power with-
out any actual images being projected. In this way, Perret’s film sculpts a very
particular picture of how memory and thinking become fundamentally coupled
with a specific kind of visual dynamics and density that cinema creates. The
scene is a unique thought experiment that presents the white screen as an opa-
que surface that challenges pictorial representation, but one that, precisely in
the absence of any content, images or words, is impregnated with the depths of
memory, disclosing a virtual dimension within itself. In Kador the white screen
appears as that which encircles Suzanne’s very potentiality to remember, in
other words, a pure memory. Suzanne’s process of recollection and her regain-
ing of speech begin only after the moving image “redeems” her memory and
after Suzanne has confronted her own amnesia, her incapacity to remember,
before the empty screen. Thus the screen turns into a mnemic potentiality in-
stead of any specific mnemic content. The screen is not an object to be looked at
or a world to inhabit but a capacity to remember and find one’s bearings in
thought.

The scene, then, displays the moving image as potential memory and, conse-
quently, also potential thinking, rearticulating the moving image as intimately
entwined with the faculty of thought. As Giorgio Agamben has pointed out, we
can understand a faculty as a power or potentiality, which is fundamentally
characterized by its own privation. The faculty of memory is not simply a ca-
pacity to remember but also not to remember; the faculty of thought is a capa-
city both to think and not think. Not-to remember or think can be characterized
as unconscious like what is forgotten or unthought. Memory or thought, in
other words, always relate to its outside which, in fact, is its most intimate in-
side in the sense that the outside encircles the contours of memory or thought,
the very capacity to remember or think. While in Kador the moving image
takes hold of the unconscious, the forgotten and the unthought, it simulta-
neously enfolds the potentiality to remember and to think. The filmic simulation
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of Suzanne’s recollections suggests how the moving image turns into memory
itself – the white screen incorporating that which we cannot remember and with
regard to which we are to remain amnesic, since memory inevitably escapes
and exceeds recollection for the reason that it makes recollection possible. It is a
screen of amnesia and, simultaneously, of purely potential memory, that encom-
passes a sphere of “sayability” or “thinkability.” This scene in Kador points to a
specific virtual dimension that the moving image embodies, as the surface of the
image becomes the very density of memory and thinking.

Ruptures in Vision

The scene in Kador presents a dimension of the cinema that has not been ac-
knowledged in the previous chapters, one that concerns a certain constellation
of time, memory and potentiality. The nature of this constellation will dawn
upon us in a clearer manner, if we look at the changes in thought formations
concerning language and memory that emerged in conjunction with the moving
image. It is namely in the genesis of conceptual thought, or as the “sayable,”
that the virtual dimension of the moving image becomes first and foremost tan-
gible in an epistemological change occurring simultaneously with cinema: the
generation of dynamic theories of the psyche, most notably Sigmund Freud’s
psychoanalysis.

What characterizes psychodynamics, as Ian Hacking notes, is the view that
memory is not just a property among others. A crucial point that Kador also
suggests is that memory is seen as constituting selfhood and thus providing a
key to the “soul,” whence the status of memory simultaneously turns problem-
atic. Fundamentally, psychodynamics subscribes to the view that forgetting ac-
tually constitutes our psychic existence. That which is forgotten – the uncon-
scious seen as a special sort of temporal fabric – turns into a new kind of
epistemic entity and is understood as the very essence of the psyche. What be-
comes an object of knowledge then, is not the non-conscious neurophysiological
apparatus like La Mettrie’s man-machine, a reflex automaton that reemerged in
Jean-Martin Charcot’s view of hysteria, one that could become understood via
the cinematic reproduction of its gestures and poses. Memory, or the uncon-
scious, is not regarded as an epistemological entity that can be known via ana-
tomical or experimental scrutiny by means of various inscription technologies.
Instead, according to psychodynamics, the surface of the body hides within it-
self the unconscious realm as a specific temporal texture, an auto-affecting and
sovereign dimension of the psyche based on forgetfulness, that expresses itself
in language, or more precisely, in the automatisms of writing and speech.

112 Mapping the Moving Image



The psychodynamic view begins with research on amnesia. One of the most
important cases in this respect is Eugène Azam’s classic Félida X, which aroused
much attention in the latter half of the nineteenth century. In Félida X’s case
pathological mental states such as somnambulism and the “doubling of life”
(dédoublement de la vie), or “double consciousness,” became inseparable from
the malfunctioning of memory and amnesia. What was remarkable about Félida
at the time was that one individual could have two different personalities sepa-
rated by an absence of memory. Azam distinguished between what he calls Fé-
lida’s first state, état normal, in which she is “somber and gloomy,” and her sec-
ond state, état or condition seconde, in which she appears as “cheerful, frivolous,
and more preoccupied by her clothing and other kinds of trifles.” The first state
suffers from “periodical amnesia,” so that Félida did not remember what she
had been doing in the second state. Azam observed that she “ignores all that
has happened during the preceding three or four months, everything she has
seen, everything she has said, everything everyone has told her... Yet, during
this time, her intelligence and actions have been complete and reasonable.”

These occasions of dédoublement are accompanied by corporeal disorders such
as anesthesias in parts of the body, hyperesthesias, spasms, and other abnor-
malities of the senses. Accordingly, Félida is described as a hysteric. Azam, a
friend of Paul Broca’s, whose authority actually made Félida’s case famous, un-
derstands periodical amnesia as due to the impaired flow of blood to the hemi-
sphere in which memory is located. However, Félida’s case also stimulated
other conceptualizations of memory and selfhood. For Hippolyte Taine, the
case represented an argument against the philosophical presupposition of a uni-
tary “I,” an in-dividual, that is, against any transcendental soul or noumenal
self. On the other hand, Azam’s vocabulary and the very idea of a double per-
sonality is significantly addressed by Joseph Breuer and Freud in their Studies
on Hysteria.

The emphasis on memory, as we have already noted, signifies an epistemolo-
gical shift as to how the psyche is comprehensible. The problematic of under-
standing the psychic life moves from the physiological surface to the density of
memory and time. A case in point is Jules Janet’s observation of Marie
“Blanche” Wittman, a famous patient of Charcot’s at the Salpêtrière, whose
“hysterogenic zones” Albert Londe had been cutting up into discrete units with
his chronophotographic apparatuses. Instead of locating the etiology of
Blanche’s somatic troubles (anesthesia and analgesia) simply on the visible sur-
face of the body, Janet noticed that these troubles were actually caused by a
dissociation of the patient’s ego; Blanche’s suffering was caused by her malevo-
lent second personality, Blanche . It was the work of Jules Janet’s brother,
Pierre Janet, that marked a crucial milestone in this shift toward a more dy-
namic conception of the psyche. It shifted away from an anatomical-physiologi-
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cal explanation of neuroses and opened up a psychological view on the issue.
Pierre Janet believed that the psyche and personality consists of memory, with
the psyche evolving into a temporal rather than a spatial problem. Henri F. El-
lenberger even characterized one of Pierre Janet’s leitmotivs as “time travel,” or
a conception that the entire past lies in the present.

The central point of Pierre Janet’s early work, as we have seen in the previous
chapter, is the notion of psychological automatism, which developed in re-
search on hysterical patients. This notion also continues on the theme of auto-
matisms, which was crucial to both late nineteenth-century theories of hysteria
and the formation of moving images. Janet, however, did not maintain a strictly
mechanistic-physiological view of “non-consciousness.” Instead, he chose to
view psychological automatism in terms of elementary sensorimotor and mne-
mic images, which are not integrated into an individual’s personality and are
basically unconscious in the sense that they are not part of personal judgment.
Janet coined the term subconscious (subconscience) to help explain the existence
of psychic phenomena, actions, thoughts, memories, outside of the personality:
these kinds of phenomena follow an autonomous and “automatic” develop-
ment in the subconscious. Consciousness, according to Janet’s theory, is defined
as a power to form new syntheses. It is an active capacity to synthesize different
tactile, kinesthetic, visual and acoustic impressions (“images”) into a coherent
and meaningful whole, which is personality. When the automatism escapes con-
scious control, “fixed ideas” in memory are revived and rise to the surface. The
dissociation (désagrégation), which separates the memories that constitute per-
sonality from consciousness, leads to the simultaneous existence of multiple
personalities that express themselves through automatic writing, for example.

Generally speaking, a decisive step in the conception of the dynamic view of
the psyche is that fragmented images that do not fall under the control of con-
sciousness are not regarded as only following neurophysiological conditions
that are referable in their apparent visibility. Various layers of psychic existence
make themselves manifest in the disclosure of a temporality that does not apply
to the cinematographic cutting up of the body according to discrete instants. In
this regard, the oft-highlighted epistemological shift by Freud from “looking to
listening” can be seen as an emblematic one. Charcot, the great seer, does not
see any significance in the “incessant babbling” of hysterics, while Freud, on the
contrary, clings to these perhaps nonsensical utterances, stressing the impor-
tance of verbally produced phenomena. The word formations of hysterics
should be taken seriously and made comprehensible: “The psychical process
which originally took place must be repeated as vividly as possible; it must be
brought back to its status nascendi and then given verbal utterance.” On the
other hand, this shift toward language is based on a more fundamental view
regarding the temporal constitution of the psyche – it is memory that constructs
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our psychic existence. Freud, like Janet, pays attention to the depths of memory
and the patient’s personal history instead of the surface of the body and the
spatial and visual localization of “hysterogenic zones.” Instead of cutting into
the time of the nervous apparatus, Freud argued that pathogenic psychic mate-
rial should be cleared away “layer by layer” by penetrating “into deeper layers
of... memories.” This new perception and concept of the psyche shifts from a
spatial plane of reference to a framework constructed around temporality, one
that is fundamentally invisible.

This temporal framework is cunningly highlighted in Le mystère des roches

de Kador, in the scene where the image surface becomes impregnated with the
depths of memory, simultaneously suggesting how the moving image is linked
in an essential manner to the new perception and conception of psychic life.
Cinema in Kador is not simply displayed as the space of retention that pre-
serves the past images of personal memories, but rather as a technology that
holds the key to the constitution of memory itself, a notion that is visually ren-
dered as an opaque and empty surface that bears the enigma of the constitution
of the psyche. This type of visuality is not unlike what Gilles Deleuze argues
regarding the cinema’s “direct presentation of time.” Deleuze suggests that
cinema is able to disclose the operation of time that he – based especially on
Henri Bergson’s reconfiguration of time and memory at the turn of the twentieth
century – understands as being founded on how time splits into two heteroge-
neous directions: the present that passes and, at the same time, the past that is
preserved. The first represents the actual unfolding of time, launched into, and
anticipating, the future, as the present is already becoming another present. The
second represents how time enfolds, wraps around itself, forming an abyss of
vast temporal circuits that are preserved as virtuality in the present. The first is
characterized by the sensorimotor scheme – empirical experience and what
Bergson calls “habit-memory” – that projects possible actions into the future.
The second constitutes pure memory or pure recollection that, from a subjective
viewpoint, also inevitably includes forgetfulness and otherness in the “in-divi-
dual.” It constitutes a pure past, which is a time that has never been lived and
should thus not be confused with psychological recollection. This is a time that
is not ours but where we are and to which we are internal, the inexorably for-
gotten that nevertheless founds memory. Although pure memory certainly can-
not be presented by an actual image, Deleuze argues that it is precisely this
incessant splitting of time that the moving image is capable of embodying. Ac-
cording to Deleuze, a rupture may occur in the irreversible unfolding of the
images, one in which the present image finds its contemporaneous past in a
virtual mirror image and a limit is established where the present and the past
even become confused. It is precisely this limit that the scene in Kador explores
structurally by constructing a series of interconnections between the actual im-
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age, the past that is produced and repeated (through this very production pro-
cess) by the cinematographic apparatus, and, perhaps most importantly, the im-
memorial white screen as an idea of pure memory or pure virtual image. The
scene generates a visionary moment, a rupture of sight, which, instead of sen-
sorimotor extension, introduces mnemic and noetic linkages.

What is essential here is the idea of pure or potential memory that the white
screen incorporates: the visual begins to become intimately linked to the depths
of time and mental relations. In the history of cinema, this mode of vision also
became thematized, although it was not directly scrutinized structurally, by all
the Doppelgängers and split personalities that haunt Max Mack’s The Other

(Der Andere, ), Stellan Rye’s The Student of Prague (Der Student von Prag,
), and Robert Wiene’s The Cabinet of Dr. Caligari (Das Kabinett des Dok-
tor Caligari, ). The scene in the Jewish cemetery in The Student of Prague

presents a flashing moment in which virtual forces from the depths of memory
emerge and become incarnated, with the multiple exposure technique, in the
image of the protagonist Balduin’s doubles. Time splits in the interval of the
Doppelgänger shot, and there is a rupture in the course of action that essentially
evokes past images. Movement is interrupted and the sensorimotor relationship
with the image is broken when Balduin confronts his virtual double, a vast
memory-circuit, as if he is gazing into a mirror. Balduin, like Suzanne in Kador,
is not an agent but a “seer” who, to follow Deleuze, “records rather than reacts.
He is prey to a vision, pursued by it or pursuing it, rather than engaged in
action.” What in the end Balduin is pursued or haunted by is a vision of time
in terms of the other inside him that recurs in the circuits of pure memory.
When Balduin confronts his double at the cemetery, he has actually encountered
the figure of what he has always already forgotten, one that emerges from the
abyss of time and returns as the other. In the interval, to quote Bergson, atten-
tive recognition breaks down and “the person... becomes a stranger to himself,
ready to be his double, present as a simple spectator at what he is saying and
doing.” In other words, what happens in the cinematic interval between the
two Balduins is that the moving image transposes forgetfulness – that is, the
very fabric of memory – to its own mediality.

Writing Pad

The moving image is thus connected to the formation of psychodynamics in
terms of a shared perception of memory and temporality. More precisely, what
determines both the cinema and the dynamic view of the psyche, and “structu-
rally” connects the two with each other, is the problem of temporal repetition
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concerning how the past is conserved and repeated in the present. Both view
the psyche as essentially temporally constituted.

It is the problematic field of temporality, memory and the psyche that also
shapes the emergence of psychoanalysis. From early on Freud was already ap-
proaching the psyche from a temporal angle, which is similar to cinematic ren-
derings of time in films such as Le mystère des roches de Kador or in The

Student of Prague. In a note from , Freud observed how the analysis of
(hysterical) symptoms that were manifested in the present required a gradual
exposure of the underlying “scenes” or memories. In outlining his views, Freud
drew a diagram (fig. ) and explained:

[S]ome of the scenes are accessible directly, but others only by way of phantasies set
up in front of them. The scenes are arranged in order of increasing resistance: the
more slightly repressed ones come to light first, but only incompletely on account of
their association with the severely repressed ones. The path taken by [analytic] work
first goes down in loops to the scenes or to their neighbourhood; then from a symp-
tom little deeper down, and then again from a symptom deeper still. Since most of the
scenes converge on the few symptoms, our path makes repeated loops through the
background thoughts of the same symptoms.

Figure  Freud’s diagram, dated May , 
Acknowledgements: Sigmund Freud © Copyrights, The Institute of Psycho-Analy-
sis and The Hogarth Press for permission to use the diagram from “Draft M, Notes
II” of volume one of The Standard Edition of the Complete Psychoanalytic

Works of Sigmund Freud, translated and edited by James Strachey. Reprinted by
permission of The Random House Group Ltd.

This outline shows the psyche as something comprehensible in a kind of mov-
ing image, one that would operate in a perpetual loop-like exchange between
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the present (the symptom) and the past or memory (the scenes), which would
be laid bare in this process. These loops expose a salient problem regarding the
temporality and recurrence or repetition that marks Freud’s thinking as a whole,
which became increasingly evident after the First World War when Freud re-
vised his views about our instinctual life by noting that it was also based on an
insistent “‘perpetual recurrence of the same thing.’” Freud’s thought encoun-
tered the moving image because both pointed in the same conceptual direction
concerning the nature of the psyche. In other words, the emergence of both the
moving image and Freud’s theories coincided not only historically but also in
terms of a shared problematic field. Some of the major postulates of psychoana-
lysis, in fact, have the moving image as their problematic element. This amounts
to how the moving image generates a capacity to think of a new temporally
related “epistemic thing” called the unconscious or, more generally, “psychic
reality,” that Freud brings forth. As we shall see, this capacity manifests itself
first and foremost in terms of the paradoxical status that the moving image en-
joys in Freud’s epistemology.

The encounter between Freud and cinema, however, is by no means unam-
biguous. In his theoretical writings, Freud remains stubbornly silent about the
new medium, and the word “kino” (“moving pictures”) occurs only in his corre-
spondence. In a letter dated September , , Freud wrote from Piazza Co-
lonna in Rome about how cinematographic performances leave him “spell-
bound” (der Zauber zu wirken) among a crowd that is waiting for a repetition of
this particular technological spectacle. The moving image, for Freud, did not
seem to serve any function worth noticing other than how it appealed to the
scopic drive in the context of consumer capitalism. Epistemologically speaking,
Freud believed it did not have the necessary rationality to enter our perception
and conceptualization of the unconscious. This negative attitude becomes evi-
dent in relation to the so-called film affair of , when Berlin-based psycho-
analysts Karl Abraham and Hanns Sachs agreed to cooperate with the UFA
company in the production of Georg W. Pabst’s popular scientific film about
psychoanalysis, Secrets of the Soul (Geheimnisse einer Seele, ). In response
to Abraham and Sachs’s solicitation to authorize the project, Freud withdrew,
stating: “I do not believe that satisfactory plastic representation of our abstrac-
tions is at all possible.” The problem for him was that the unconscious is not
translatable into images or “figurable” (darstellbar). The moving image for him
did not have the ability to transpose or translate the unique thoughts of the
psyche that Freud managed to dredge up with psychoanalysis. Psychoanalysis,
in other words, was superior to cinematic showing in Freud’s eyes.

Mary Ann Doane points out that Freud’s negative attitude was due to his
understanding that cinema lacks a certain “legibility” or rationality and, instead
of being capable of differentiating and thus making it amenable to abstraction,
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cinema, by its very technological nature, records everything and thus produces
too much of the accidental and the “irrational.” Cinematic presentation in its
mechanics does not select and reduce the way that human perception and con-
sciousness does and thus it seems to be too unique, materialistic and accidental
to generate differentiating apperception. It seems to simply repeat, without dif-
ferentiation, while Freud believed that linguistic expression had the exclusive
ability to prove rationalization. The talking cure, for example, focused on get-
ting rid of an hysteric’s painful memory-pictures by translating them into words
so that “the picture vanishes, like a ghost that has been laid.”

However, an ambiguous element already inheres in Freud’s epistemology as
regards cinematic recordings and repetitions of the irrational. That is because
the epistemology itself is methodically based on appropriating the accidental,
the incoherent and unstructured by adhering to what Freud calls suspended
attention. The talking-cure or self-analysis implies that one must reduce criti-
cal and selective mental activity in order to objectively record and apprehend
the singular and the seemingly most insignificant incidents. Freud emphatically
compared this technique to a mechanical one: the analyst “must adjust himself
to the patient as a telephone receiver is adjusted to the transmitting micro-
phone.” In following the functions of self-recording machines common in la-
boratories of experimental physiology and psychology, the ideas needed to be
written down “as they occur.” Thus Freud’s methodology is similar to the lo-
gic of the technologies of reproduction that were emerging at the same time as
psychoanalysis, especially the gramophone and cinema. Freud’s self-analysis –
which lead to the concept of a certain psychic reality – was based on the acci-
dental and the unintelligible just as much as the first stop-motion tricks in the
Edison Manufacturing Company’s or Georges Méliès’s films were.
The mechanical purification of the observer (which, as we have seen, is com-

mon to nineteenth-century science in general), nonetheless, is only one part of
the psychoanalytic epistemology “rebus” because the isomorphism between the
analyst and modern media technology primarily touches upon certain meth-
odologies. Furthermore, there is the question about Freud’s conception of the
very notion of a psychic reality, which the appropriation of “nonsense” presup-
poses; in other words, the question of how Freud’s understanding of the funda-
mental texture of our psychic life is shaped. In this respect, it is not the techno-
logical configuration so much as the virtual dimension of the moving image
that acquires a significant yet unrecognized and even unconscious, and thus
paradoxical, role in Freud’s theories. Despite Freud’s conscious effort to exorcize
“plastic representation” from his epistemology, a distinctive dimension of the
moving image is manifested in a curiously silent manner in Freud’s basic me-
tapsychological theory. It becomes substantial in the fundamental problem of
how to comprehend a psychic reality that unlike a metaphysical entity retains
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its immanence and tangibility but cannot be perceived by the senses. This prob-
lem, Freud pointed out, is focused on the notion of a specific psychic locality.

It should be noted that there is an inherent paradox in Freud’s psychic topol-
ogy, because, since the psyche is connected to memory and conceived in tempo-
ral (dynamic) terms, it seems to conflate with all notions of a specific location.
Nevertheless, or precisely for this reason, Freud was preoccupied with a con-
crete model of his conception of the “mental apparatus” during the course of
his entire career. In The Interpretation of Dreams (), Freud presents the fa-
mous optical model:

I propose simply to follow the suggestion that we should picture the instrument
which carries out our mental functions as resembling a compound microscope or a
photographic apparatus, or something of the kind. On that basis, psychical locality
will correspond to a point inside the apparatus at which one of the preliminary stages
of an image comes into being.

This passage reveals a strange recurring notion of the image that appears like a
ghost from behind, whenever Freud attempts to articulate one of the most fun-
damental aspects of his metapsychology. The psychic locality is described in
terms of an image, however not as an actual form but in terms of a virtual,
dynamic image, an image that is in the process of formation.

However, this optical model runs into difficulties from the very beginning,
because one of the cornerstones of psychoanalysis is explaining the psyche in
terms of functions (“systems”) and, in this respect, to make a distinction be-
tween consciousness and the unconscious, or memory. For Freud, the complex-
ity of the psyche cannot be reduced to a camera obscura model that described the
mind as something composed of static pictures reflecting the outer world.

Thus the problem was how to join these two systems into a single one. “[T]here
are obvious difficulties involved in supposing that one and the same system can
accurately retain modifications of its elements and yet remain perpetually open
to the reception of fresh occasions for modification,” Freud wrote. Or, as
Breuer observed: “The mirror of a reflecting telescope cannot at the same time
be a photographic plate.” The problem for Freud in modeling the psyche is
how to conceive the image that is both open to new impressions and simulta-
neously retains its modifications on itself; an image that is both a perpetually
open surface (the system perception-consciousness) and an unlimited “depth”
of impressions (memory).

This problem arose again in Freud’s final model of the workings of the mental
apparatus. In a  short essay entitled “A Note upon the ‘Mystic Writing-
Pad’” Freud introduces a device that he thought was capable of fulfilling the
two-fold function of fleeting perception and permanent retention, namely, a
child’s drawing – or rather etching – toy called the Mystic Writing-Pad. To
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put it simply, the device consists of two detachable parts. The lower part con-
sists of a slab of dark brown resin or wax, while the upper part is a transparent
sheet consisting of two layers: the lower one is made of translucent waxed pa-
per while the upper one is a transparent piece of celluloid. The upper two
layers, according to Freud, conform to the functions of the Pcpt.-Cs. system be-
cause it receives its stimuli (etching) through the protective shield that di-
minishes the strength of the incoming excitations. However, when the upper
part is detached from the lower part, all of the etchings vanish from the former.
In this way, the Pcpt.-Cs. system remains transitory, in a state of flux. Instead,
the wax slab retains permanent traces of each excitation. It thus conforms to the
unconscious that Freud likens to a “reservoir” of memory traces; the uncon-
scious is a retention space in which “nothing can be brought to an end, nothing
is past or forgotten.” To be precise, one should note that what is inscribed on
the wax slab is not related to representation or semblances of the excitations
from the outer world. Freud was already proposing that memory was not a
mere repetition of a content but one of energetic differences comprised of mne-
mic intervals in “The Project for a Scientific Psychology” (). The uncon-
scious records “differentiations” rather than representations.
This model also focuses on the problem of psychic locality as a “self-modify-

ing” image in the form of actual images (“etchings”) that are retained in their
virtuality on the wax slab. More precisely, the Writing Pad’s wax slab retains
differential relations, intervals, of images, ones that are dynamic or in the mode
dynamis – i.e., potential images that may or may not (re-)emerge into actuality.
One could say that the Writing Pad embodies a type of configuration that is
similar to the scene in Kador that presents the doubling of the present and past
in its visual dynamics. The status of this kind of moving, self-modifying image
that the model incorporates in Freud’s thinking – an image that encompasses
the simultaneous double movement of the passing present and the preservation
of the past – is nevertheless doubly paradoxical because firstly, the paradox con-
cerns self-motion. Freud in “Note” observed that: “If we imagine one hand writ-
ing upon the surface of the Mystic Writing-Pad while another periodically
raises its covering-sheet from the wax slab, we shall have a concrete representa-
tion of the way in which I tried to picture the functioning of the perceptual
apparatus of our mind.” Jacques Derrida, in this regard, astutely refers to
how early Freud pictured the psyche as a machine that “in a moment would
run of itself.” In a crucial manner, however, the notion of self-motion even-
tually generates a fundamental disparity between the Mystic Pad and the psy-
che, and thus challenges the concreteness of the model. Freud wrote:

There must come a point at which the analogy between an auxiliary apparatus of this
kind and the organ which is its prototype will cease to apply. It is true, too, that, once
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the writing has been erased, the Mystic Pad cannot “reproduce” it from within; it
would be a mystic pad indeed if, like our memory, it could accomplish that.

Derrida described Freud’s characterization of the machine as inevitably “dead”
as extremely Platonic because only the soul, a truly psychic trace, is able to re-
produce and represent itself spontaneously. What emerges is an opposition be-
tween the tool (or toy) and thinking, surface-images and psychic depth. The
second part of the paradox concerning the psychic depth deals with the fact
that Freud conceived of memory and the unconscious in spatial terms. Freud’s
conception implies a paradox that concerns the infinity, unlimited nature of the
hypothetical space of storage and the set of potential inscriptions. Freud’s model
requires a space that cannot actually be located in any particular place. Doane
aptly suggests that it requires “a virtual space – a space that is thinkable but not
localizable.” The paradox amounts to the wax slab potentially becoming the
infinite set of the world’s impressions.

The double paradox that directs Freud’s thinking thus involves a self-moving
virtual image, which reproduces itself as the potentiality of our psychic exis-
tence, as the potentiality of memory. The paradox, in other words, concerns the
intertwining of the image with movement and time. Although it is often under-
stood mainly in the context of language and writing, we can now see how
Freud’s conception and modeling of the psyche actually displays a specific con-
figuration of the self-movement of the image and its influence on the perception
of time and memory, one that can be seen as emblematic of our cinematic mo-
dernity. What is the role of this paradox and, consequently, of the moving image
in Freud’s thinking? Generally speaking and in following Deleuze’s argument in
The Logic of Sense, a paradox functions as a genetic element of thought. The
term genetic does not here refer to the neurobiology or physiology of the brain
but to the unique elements of how thinking generates and proceeds. The para-
dox moves simultaneously in two separate directions, as in Freud’s case with
the moving image that points both to the concrete apparatuses and the abstract
entity called psychic locality. As such, according to Deleuze, the paradox is an
element that encompasses sense. The paradox is by no means simple nonsense
(the absence of sense) but rather, to put it in Heideggerian terms, that which
gives food for thought and this food is sense. In Deleuze’s treatment, sense is
the element that “insists” in propositions, it is what is expressible or “sayable”
in a proposition (but not a proposition itself), and being the expressible element,
sense allows the proposition to signify, to express something. Thus, the paradox
is one of the essential elements from which thinking emerges.

From this perspective, one can argue that insofar as the moving image func-
tions as the paradoxical element in Freud’s theories about psychic locality, it is
the moving image in particular that provides the notion with its sense – i.e., it
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makes the notion sensible. Freud’s use of the unique notion of the image to ex-
plain psychic locality is not solely a metaphorical operation but the image also
functions at the very core of the genesis of thought. Following this line of rea-
soning, beyond Freud’s dogmatic proposition “I do not believe that satisfactory
plastic representation of our abstractions is at all possible” there is an element of
“expressibility” or “thinkability” concerning what “our abstractions” refer to –
and this element is the moving image. In Freud’s case the moving image ap-
pears as a paradox-image in the sense that it becomes what is expressible or say-
able in Freud’s thought, in other words, not an image of actual thoughts and
their contents but an image as the potential to think. In Freud’s case, the moving
image emerges as the unthought in thought, which gives Freud the capacity to
create a set of propositions about psychic locality. In other words, at the turn of
the twentieth century, the moving image was incorporating the morphogenetic
potentiality of Freud’s notion of the specific locality as a paradoxical rhythm
that directs the notion’s formation and makes it sensible. In Freud’s case, the
moving image becomes the “thinkability” of the psychic reality.

m & n

Generally speaking, the moving image – when not approached from the view-
point of its techno-physiological materiality as in previous chapters – is en-
dowed with a certain capacity to generate and direct the formation of thinking.
As Freud’s case shows, the paradox-image becomes the immanent potentiality
to think. For instance, we can indicate this kind of image that is operating in
Freud’s diagram referred to above and the movement of thought the diagram
incorporates. The diagram reveals the kind of “imaging” force that cinema em-
bodies. We begin to see how the moving image is simultaneously restricted
neither to the optical nor the physiological and is capable of generating what
we can say and think about the world.

Let us continue with Freud’s case in deciphering how the moving image was
related to new configurations of the sayable and the thinkable at the turn of the
twentieth century. Freud believed that knowledge of the psychic locality is
manifestly saturated with words, as the move toward the comprehension of
hysterical “babbling” has demonstrated. In this respect, however, psychoanaly-
sis begins with research into an inability to speak, or to understand written or
spoken language, into the noise that aphasics experience instead of meaningful
words. Freud’s  study on aphasia can be seen as anticipating what emerged
as the metapsychological knowledge of the workings of the psyche. Freud,
unlike Pierre Janet, proposed that individual psychic unity was not established
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at the level of personality level but at the level of language; it is based on the
unity of the associative field of language. Aphasia, from this viewpoint, is a dis-
order of association. Freud’s view here is highly influenced by Hughlings Jack-
son’s theory of the nervous system as consisting of separate functional levels
with different structures and levels of evolution. According to Jackson’s theory,
aphasia does not concern specific locations of speech centers but “the state of
the nervous system” and its dissolution or regression to lower functional levels.
It is partially due to Jackson’s efforts that Freud ended up distinguishing be-
tween primary and secondary functions or processes of the nervous system in
his “Project for a Scientific Psychology.” This distinction became the basis for
the establishment of the “locality” of the unconscious and the system Pcpt.-Cs.

Freud also initiated the fundamental notion in the “Project” of what eventually
distinguishes the two functions is speech, and more generally, linguistic formu-
lation. Unconscious associations consisting of flows of quantitative energy in
the “ψ-neurones” (primary process) acquire quality and thus become conscious
when they are attached to “word-images,” later called “word-presentations”
(Wortvorstellung). Becoming conscious of an idea occurs when it is “cloaked”
in words, since only they are able to give quality to flows of energy that estab-
lish psychic processes. Thought takes place primarily in words.

Based on this distinction, Freud established that word-presentations and vi-
sual images function on different levels. In his study on aphasia, Freud had
already connected visual presentations with object associations and the “lower”
functional level of the nervous system in Jacksonian terms. This view is con-
sistent throughout Freud’s work, as becomes evident in an argument in The Ego
and the Id (): “Thinking in pictures is... only a very incomplete form of be-
coming conscious. In some way, too, it stands nearer to unconscious processes
than does thinking in words, and it is unquestionably older than the latter both
ontogenetically and phylogenetically.” Freud thought that the unconscious,
deprived of language (as well as thought), was composed of thing-presentations
(Sachvorstellung or Dingvorstellung), which are defined as consisting “in the ca-
thexis, if not of the direct memory-images of the thing, at least of remoter mem-
ory-traces derived from these.” Thing-presentations do not resemble facts or
things and are more like reinvestments or “vitalizations” of mnemic traces.
Their relationship to word-presentations is approached in terms of regression,
which occurs both in dreaming and in neuroses: when an idea moving into con-
sciousness along “the normal path” – through linguistic formulation – is hin-
dered for some reason, the idea is transformed back into the sensory image
from which it had originated. Images escape the control of words, and revive
with the result that hallucinations occur.

In a sense, then, according to Freud’s divisions, the image encompasses a bare
or simple repetition, whereas the word tends towards differentiation. The im-
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age, to paraphrase Freud in a letter to Fliess on December , , marks “the
presence of ‘survivals’.” In other words, the image incorporates memories that
behave as if they were current events. This temporal recurrence amounts to a
failure in the genesis of consciousness that Freud describes in the letter as a
chain of re-arrangements and re-transcriptions. The generation of consciousness
encompasses a gradual process in which “signs” (Zeichen) that exhibit percep-
tions are reproduced and re-arranged within the unconscious and preconscious-
ness, so that “thought-consciousness” eventually arises from this “process of
writing and rewriting,” as Daniel Heller-Roazen characterized it. The image,
the one that survives and recurs, thus marks a fissure in the chain of psychic
“writing” that leads to the emergence of thought-consciousness. More precisely,
it marks a break in what Freud calls “translation” which – despite all of its am-
biguities – refers to the frontiers at which different temporal periods (epochs of
life) are organized, and thus to the process of forgetting. The image incorporates
temporal recurrence due to which these frontiers become blurred. Yet this tem-
porality also haunts language itself. In Freud’s conception of aphasia, to quote
Heller-Roazen:

It is that aphasia, contrary to the common conception, constitutes not a type of forget-
fulness but exactly the reverse: an aggravated form of recollection, in which indivi-
duals, unwilling or unable to “re-arrange” or “re-transcribe” the “signs” of their per-
ceptions, remember, so to speak, too much, condemned to the perpetual recurrence of
one utterance at the expense of all others.

Thus it is as if the image worked from within these fissures of language – or
amnesia – as a disturbing force.

This point already suggests that the demarcation between image and word is
not simply one of qualitative opposition. At least words are not simple transcen-
dental signifiers with a latent meaning that needs to be unraveled. Michel Fou-
cault notes how Freud considered that linguistic signs envelop a malevolent
element, since the sign conceals itself in a myriad of associations and comes
only after its interpretation. What is the source of this malevolence? In The
Interpretation of Dreams, Freud reported that he saw a sign in a dream that either
read “You are requested to close the eyes” or “You are requested to close an
eye.” Discussing how the dream-work transforms logical connections implicit
in dream-thoughts, Freud observed that he usually wrote the either-or relation
as follows:

the
You are requested to close eye(s).

an
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It is remarkable that in this short passage words become inseparable from the
typographical space surrounding them. As Freud specifically noted, the so-
called interpretation of the dream in question depends to a large extent on
which spatial conjunctions and disjunctions between linguistic signs are fol-
lowed, since words undergo a treatment of malformation and become ambigu-
ous in dreams as they do in paranoia and hysteria. Moreover, Friedrich Kittler
has pertinently argued that The Interpretation of Dreams in general “conducts the
analysis of signs solely according to the place values of discrete elements.”

Signs evolve into spatial units. The malevolence of signs implies first and fore-
most that they always tend to approximate things not unlike tricks performed
by children who, as Freud argued, “sometimes actually treat words as though
they were objects.”

Knowing the psyche, then, is not based on a voice impregnated with signifi-
cation but on the materiality of written signs that are, fundamentally, senseless –
at least from the viewpoint of signification. In the analytic situation, Freud
maintained a “suspended attention,” true to the heritage of experimental psy-
chology and similar to an automatic self-recording machine, in order not to se-
lect but to register virtually everything, especially the accidental and the insig-
nificant like parapraxes and puns. Thus the malevolence of signs amounts to a
situation in which the epistemological shift from looking to listening noted
above remains ambiguous. Kittler points out that the talking cure is far from
listening in the sense of understanding and interpreting. It is instead an auto-
mated, mechanized way of channeling discrete discursive elements. This situa-
tion is similar to “a technical contest,” where words themselves threaten to de-
grade into the stochastic “white noise” from which they have emerged.
Psychoanalysis cannot replicate translation actions that are characterized by tra-
ditional hermeneutics, since words do not have a point of reference outside
themselves. Kittler places this aspect of psychoanalysis into the late-nineteenth-
century techno-scientific context, one that emerged out of modern technological
media that actually made it possible to store single, idiosyncratic and accidental
messages. The science that crystallized this logic was psychophysics in which
discourse becomes nothing but a fundamentally arbitrary repetition of discrete
linguistic functions that defy subjective interiority. A case in point is provided
by recall experiments in which strings of nonsense syllables with no meaningful
association relegate memory to its statistical scrutiny and, finally, physiology.

However, associating Freud with the psychophysical sciences of the era only
reveals a small portion of the rebus. The issue with Freud is not one of purely
techno-physiological materiality but rather a conception of language based on a
certain kind of figural sense. In other words, how Freud made sense of the psy-
che was not limited to linguistic meaning or meaninglessness but also incorpo-
rated an aspect of visuality. This is first found in Freud’s theory of hysterical
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conversion in which the body replaces verbal utterance – “somatic expression”
replaces linguistic one and words become silent repetitions of gestures and bod-
ily poses, as it were. Words are transformed into flesh especially in the process
of hysterical conversion via symbolization, in which verbal formulation serves
as an intermediary between affect and somatic symptom. The phrase “a slap in
the face,” for example, allows a certain memory or a train of thought to be in-
corporated into a trigeminal neuralgia. What we see here is the bodily acting
out of the literal meaning of a figurative verbal expression. This bodily expres-
sion, however, should not be merely regarded as a result of an individual’s vo-
luntary actions. Instead, the visual persists and recurs as the virtual playground
of language. Freud believed that hysterical conversion revealed something
about language itself, since “hysteria is right in restoring the original meaning
of the words in depicting its unusually strong innervations... It may be that it
does not take linguistic usage as its model at all, but that both hysteria and
linguistic usage alike draw their material from a common source.”

Secondly, the “common source” becomes clear when Freud in The Psycho-
pathology of Everyday Life recorded a patient recalling a story from his childhood:

He is sitting in the garden of a summer villa, on a small chair beside his aunt, who is
teaching him the letters of the alphabet. He is in difficulties over the difference be-
tween m and n, and he asks his aunt to tell him how to know one from each other.
His aunt points out to him that the m has a whole piece more than the n – the third
stroke.

When this apparently insignificant childhood scene is analyzed by Freud, it be-
gins to unravel in a particular manner. The opposition of m and n appears as a
“symbolic representation” of the opposition between the sexes.

For just as at that time he wanted to know the difference between m and n, so later he
was anxious to find out the difference between boys and girls and would have been
very willing for this particular aunt to be the one to teach him. He also discovered
then that the difference was a similar one – that the boy, too, has a whole piece more
than the girl.

In this passage, Freud is not concerned with the letters themselves and his ana-
lysis has little to do with significance. Instead, Freud was treating the letters as
images of themselves, and what concerned him was the figural difference, a
figural interval, between m and n. He framed the letter as its own “differential”
image: the letter m is not a discrete element in the alphabet but a figure with a
third stroke distinct from the n with its two strokes and the absence of an extra
piece.

What matters here is the figural difference between the letters, which even-
tually provided Freud’s analysis with a certain sense. This difference does not
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concern actual or virtual reference. From within language, Freud managed to
carve out the most intimate materiality that evinces a fundamental incapacity
to denote or signify. Words become increasingly unable to control things and it
is as if things were functioning at the core of words themselves. That is to say,
words become images of themselves, and it is this imaging or figural force that
actually gives them their capacity to signify something.

In this respect, Freud’s approach finds its artistic equivalent in the work of
Freud’s contemporary, Stéphane Mallarmé, especially his Un coup de dés jamais
n’abolira le hazard (), where words eventually lose their “immaterial” affir-
mative and semantic function and become dependent on their spatial place-
ment. The force of a white sheet of paper, so to speak, mobilizes, twists and
regulates the rhythms of words so that they acquire sense primarily through
their position in the typographic space. Words do not designate, or correspond
to, things, instead, they become utterly self-referring while they circulate in the
intersections of the spatial constellation of alphabetic material and empty
spaces. Thus, Mallarmé writes in Variations sur un sujet, that the words are
“transposed.” Transposition here means that the page opens up a dimension
of potentiality, that is, potential connections between linguistic elements. Words
are released from their linear succession and acquire unresolved simultaneity
with potential future, past and present connections between them. Mallarmé, in
the “Préface” to Un coup de dés, pointed out that “[t]his copied distance, which
mentally separates words or groups of words from one another, has the literary
advantage, if I may say so, of seeming to speed up and slow down the move-
ment, of scanning it, and even of intimating it through a simultaneous vision of
the Page.”

For the poet, linguistic elements become mobile images (of themselves), form-
ing series between one another in acceleration or suspension. Mallarmé’s per-
ception of the movement of words then merges with cinematic vision, based on
the editing of diverse elements into a constellation that can achieve simultaneity
and is capable of modulating speed. Paul Valéry noted this with respect to Un
coup de dés when he argued that the poem’s typographic space generates tempo-
ral forms and figures similar to a cinematographic shot. Indeed, several ex-
periments on filmic expression from the s show words getting caught up in
a kind of non-linear temporality in the cinema. A scene from Fernand Léger’s
Ballet méchanique () presents linguistic signs as elements of the plastic,
moving composition of the film’s “spectacle of things.” A text that reads “On a
volé un collier de perles de  millions” becomes fragmented and twisted, with the
main element in the scene being the “O” which is put in motion and multiplied,
thus associating it with a pearl necklace, with zeros in “ millions” as well as
with the vowel “o” dominating the sound of the text. The repetition of these
elements opens up many possible combinations between them. Similar to this
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sensational headline becoming a movable thing, Man Ray’s Emak-Bakia (),
presents an electric advertising text in motion, shining in the dark. It is used as a
material element that supports the motif of rotating and recurring luminous
lines, which characterizes the film. Here words, to paraphrase Mallarmé, are
transposed into their “almost vibratory disappearance.”

The image basically ceases to function as the silent repetition of things or as a
mute gesture. As we have seen in Freud’s case, the moving image becomes the
potential to consider psychic reality and make sense of it through the various
models as well as through its figural expressions. In Mallarmé, meanwhile, the
moving image organizes the “simultaneous vision” of words and the page as
subject to repetitions and differentiations similar to what occurs in cinematic
editing. Mallarmé’s and Freud’s figural intervals have in common the fact that
space gives rise to temporality, gesture to thought, embodying the moving
image’s capacity to generate sense. Thus these intervals suggest how the demar-
cations that were made at the birth of aesthetics, most notably in Gotthold Les-
sing’s Laocoon, between the arts based on succession and those based on si-
multaneity, (spoken) word and image, logos and unarticulated or automatic
gesture, has been radically challenged. Cinema renders this separation obso-
lete by letting the present (succession) and the past (simultaneity) converge in
its compositions as if in a single toss. We have witnessed this kind of a composi-
tion in Perret’s Kador in which the cinema’s emergence as potential memory
and thought process is rendered visual through a complex film-within-film
scene, which underlines temporal repetition as a mode of psychic differentia-
tion. The image expands from resembling and simply repeating with cinematic
rhythms that open up to thought instead of prolonging action according to sen-
sorimotor schemata.

This problematic can also be compared to René Magritte’s painting Ceci n’est
pas une pipe (), in which propositional thought again becomes confused
with the image in a visual paradox of sorts. Following Foucault’s analysis, lin-
guistic formulation in this painting, is no longer capable of stopping the so-
called silent and unconscious repetition of the visible. Words cease to designate
and affirm, and hence stop separating themselves from the image, whereas the
image itself seems to acquire a certain capacity not only to reproduce or imitate
but also to differentiate. Foucault wrote that there is “an absence of space, an
erasure of ‘common ground’ between the signs of writing and the lines of the
image.” The shifter “this” (“ceci”) in particular loses its capacity to signify and
capture the image under its reference. This is due to the fact that, as Magritte
puts it, “‘[a] word can take the place of an object in reality. An image can take
the place of a word in a proposition’.” Magritte’s painting thus epitomizes an
aesthetic, epistemological and ontological change that David Rodowick – fol-
lowing Foucault’s views but also rearticulating a concept of François Lyotard’s
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– approaches in terms of the figural. For Rodowick, the concept of the figural
characterizes the status of the image in cinematic modernity, especially as re-
gards the intimate relation between the image and thinking. By definition, the
figural is neither an actual figure nor even figurative. First, by abolishing the
self-identity of both the linguistic énoncé and the image, it marks a confusion
between them. The figural is the “para-doxic” force of this confusion and thus
its transgression. It is a potential matrix for the emergence of disjunctive rela-
tions between the image and the word. This relation does not follow a collateral
logic according to which linguistic signs, through reference and differentiation,
would encircle the unintelligible repetition of the image. In contrast, the “mute
repetition” of the visual itself becomes intelligible; it “speaks,” imagines, thinks
– differentiates. Furthermore, it should be noticed that not only the status of
the word but also that of the image becomes problematic. It cannot be a ques-
tion of a self-identical, unitary image but, instead, of a dynamic, moving image
that acquires a certain non-linear and differential temporality. This kind of im-
age is not straightforwardly visible; it does not surrender itself to actual sensa-
tion. Rather, it is “anesthetic” in that it is potentially given in the intervals be-
tween image and text, image and image, text and text. Rodowick argues that
“the figural has exploded, fragmented, and accelerated regimes of visibility,”
whereby it unfolds a specific realm of the virtual.

It is precisely this kind of virtual realm or the potential embodied by the anes-
thetic and amnesic white screen in Le mystère des roches de Kador, which
leads to a rupture in vision that breaks the surface of the image and exposes
noetic linkages and the depths of memory. This kind of visuality also shapes
Freud’s making sense of the psyche, with the moving image as its paradoxical,
genetic element. As such, the figural logic of Freud’s thought is also manifested
in a few concepts with which psychic reality is given consistency. A case in
point is the concept of dream-work (Traumarbeit), which is composed of ele-
ments that are both non-linguistic and imperceptible. For Freud, the dream-
work “does not think, calculate, or judge” but gives “things a new form.” Its
primary function is to de-form (Unformen), to transgress and to instigate new
potential connections between series of words and images, for example. Hence,
the concept supposes a type of figural sense-making. The notion of the dream-
work is closely connected to another crucial concept: fantasy. In an  letter to
Wilhelm Fliess, Freud already recognized that childhood memories, e.g., seduc-
tion scenes, which emerge to the surface in adulthood, do not necessarily have a
point of reference to actual events in the past; “there are no indications of reality
in the unconscious.” The unconscious becomes the “non-locality” of fantasy
production, whereas the very concept of fantasy posits itself outside of the em-
pirical determinations between subjectivity and objectivity, the imaginary and
the real:
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The strangest characteristic of unconscious (repressed) processes... is due to their en-
tire disregard of reality-testing; they equate reality of thought with external actuality,
and wishes with their fulfillment... Hence also the difficulty of distinguishing uncon-
scious phantasies from memories which have become unconscious.

This is how the concept of fantasy implements the zones of indistinction pro-
duced by the moving image between the subject and the object like in the scene
in Kador (revealing the confusion between memory and the cinematographic
image) or the imaginary and the real like in the scene between Balduin and his
double. Furthermore, the concept emerges from envisioning the kind of specific
temporality outlined above, based on a repetition of the past in the present, one
that structurally connects Freud’s ideas to the moving image.
Thus, as Gilles Deleuze and Félix Guattari point out, what psychoanalysis

initially mobilized was a domain of psychic potentiality, free and non-exclusive
syntheses, unlimited and even paradoxical connections, between words and
images or the present and the past, for instance – a psychic reality that, in its
epistemology, emerges from the moving image that encompasses a certain
sphere of sense and thinkability. On the other hand, however, Freud’s psycho-
analysis also exhibits the locking of this domain of potentialities into a single
static system. This no longer means the referential framework of neurophysiolo-
gical modulation but concerns, instead, to quote Deleuze, an interpretive ma-
chine that operates by fixing individual expressions within the referential axis
of the Oedipus complex and the family triangle that pierce through the psyche
and its development. Everything, according to psychoanalysis, can be trans-
lated via this system, and ultimately nothing escapes it. Fantasies, for example,
which are manifested in numerous figural displacements, are arrested in the
ultimate signified which is the Oedipus; it is only Oedipus who can ultimately
decipher psychic reality. This aspect of Freud’s epistemology follows what can
be called the logic of the “symbol” rather than the paradox-image, which is an
unconscious element of sense that Freud himself remained quite unaware of,
while the former becomes a referential point of more or less self-conscious steps
of interpretation and evinces a mode of symbolic reasoning. Whereas the para-
dox-image concerns potentiality or a tendency of thought, symbolic reasoning
applies to certain logical and interpretive procedures of actual acts of thinking.
One can note that there is no direct correlation between the two in Freud be-
cause the interpretive machine stems from directions and tendencies other than
the paradox-image.

To summarize, the moving image consists of a logic of sense that follows cer-
tain aspects of Freud’s thinking. Freud may indeed be right in proposing that
psychoanalytic “abstractions” cannot be found in any actual image – perhaps
they do not reveal themselves to the eyes – but his very conception of the psy-
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chic reality as something inaccessible to the senses would nonetheless not have
taken place without a certain intelligibility, one that, as we have seen, is partially
determined by the moving image. In Freud’s case, thinking, the creation of con-
cepts, becomes intimately related to the moving image. Concepts, however, can-
not be directly deduced from their epistemological and ontological presupposi-
tions. In other words, psychoanalytic concepts have no logical or causal
connection to the moving image. Psychoanalytic concepts are not about the
moving image but their formation is partially directed by it. The moving image
embraces the potentiality to create those concepts. Thus, with the case history of
Freud, we can see how the moving image directs and differentiates the orienta-
tions of thought by emerging as the very capacity to think. Generally speaking,
with the moving image, a sphere of sense and thinkability arises where new
concepts of the world and ourselves become generated in an intimate conjunc-
tion with the rhythms of the new time-based medium.
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5 Differential Image: Abyss of Time

The Bridge

As for the questions concerning the moving image, time and thought that were
addressed in the previous chapter, Joris Ivens’s film The Bridge (De Brug, )
presents a striking example of how the cinema patterns noetic movement, and
embodies a mode of visual disclosure and differentiation. The film is an experi-
mental “close study” of a railway lift bridge in Rotterdam. The bridge is a mas-
sive, mechanical steel structure from the industrial age located at crossroads of
other mechanical machines, with trains crossing it and ships passing under it.
The film, which from several perspectives studies the the visual and kinetic as-
pects of this construction, is organized around a very simple narrative: a freight
train approaches the lift bridge, which is about to be raised to let ships pass
underneath; and finally, the bridge closes and the train passes over the bridge.
However, criss-crossing this horizontal sequence of events is a kinetic dynamics
particular to the bridge: the vertical movement of the bridge being raised and
lowered. It is this repetitive action that Ivens’s film scrutinizes. It focuses on this
movement from various angles with canted frames from atop the towers and
from under the bridge. It follows the visual dynamics of the processes involved
in the bridge’s mechanics – for example, the interaction of forms as they unite
and separate, the forces and rhythms of the bridge’s moving parts, kinetic con-
trasts between one element moving up and the other element moving down, or
the texture of the iron surface as sunlight hits it. Rather than the gathering of
certain occurrences (train approaching, bridge raising) into a linear order, what
The Bridge presents with this kinetic and “kaleidoscopic” scrutiny is the repeti-
tion of the bridge’s visual elements and rhythms, a repetition that points to an
operation of abstraction. The final shot of The Bridge underlines this by show-
ing a black square growing larger and smaller on a white background. One
could say that in the film, the bridge becomes analyzed into certain singularities
or tendencies of movement (up/down) that constitute its processual nature. In
this respect, the film is not merely to depict a particular object in its appearance
from a single viewpoint but to bring about a simultaneous differential view of



the forces that compose the bridge relating to its movements, rhythms, shapes,
and so on.

Ivens himself explains that:

For me the bridge was a laboratory of movements, tones, shapes, contrasts, rhythms
and the relations between all these. I knew thousands of variations were possible and
here was my chance to work out basic elements in these variations… What I wanted
was to find some general rules, laws of continuity of movement.

Ivens stresses the role of camera work in this regard, but what is equally impor-
tant in achieving the type of differential view is editing by which the film juxta-
poses forces and rhythms into a temporal constellation based on repetition. The
editing of The Bridge composes a very unique kind of presentation of its object:
it doubles the bridge into its particular spatiotemporal instantiations, on the one
side, and kinetic potentialities or “laws of continuity of movement”, on the
other. Thus it visually articulates a mode of ontico-ontological differentiation,
one according to which the lift bridge is divided into two halves, its particular
instantiations and differential elements and rhythms. The Bridge probes the
moving image’s temporally oriented morphogenetic capacities through repeti-
tion to differentiate the bridge according to its singular traits. The film produces
a “differential image” that reveals the forces and rhythms constitutive of the
bridge.

Ivens’s film presents images capable of differentiation through temporal repe-
tition, embodying a particular type of thought process as well. The question
here concerns the nature of this repetition as well as the “differential” image
achieved, that is, the ontological problem of the repetition of the same and of
identity over time. Does the The Bridge reveal a self-identical form of the
bridge that persists and “recurs” as time passes by via its repetitive patterns?
The answer is not that easy. Even though the film begins with a layout of the
bridge’s structure, it ends with abstracted rhythmic tendencies that suggest
something else, namely that the process of differentiation proceeds from recog-
nizable forms and models to singular traits without a definite shape. The overall
view of its object that the film generates concerns potentialities, and The Bridge

hints at the ontological and epistemological problem in its aesthetics that in-
quires: How do things become constituted and how do we get to know their
constitution?

In contemporary thought, Gilles Deleuze has systematically articulated sev-
eral modes of time and repetition that relate to this problem. The first mode
that Deleuze proposes is a temporality based on habit, which constitutes the
living present, with the past and the future as its relative dimensions, and em-
bodies a temporal direction as an arrow. This is a synthesis of time that operates
by contracting successive instants into a present. However, according to De-
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leuze, this kind of synthesis does not yet imply the understanding and represen-
tation of what happens, that is to say, the generalization or “active synthesis” of
particular moments. Instead, representation involves the reproduction of the
past in the present and reflection on the present itself, which is a kind of opera-
tion that is based on a second mode of time. To put it bluntly, this mode con-
cerns time as an a priori form imposed over things. The synthesis it involves,
which Deleuze relates to Immanuel Kant, among others, applies not to a present
but to a past that has never been present, since it extracts from the repetition of
successive instants a generalized form that has never existed (as present) before
this operation. Things are then apprehended with respect to a whole. This tem-
porality is the repetition of a whole, which makes it possible to identify things
according to this general form.

In chapter  we saw how the moving image mobilized the first mode of time,
the temporality of a lived present, concerning how the cinema modulates our
sensorimotor being and gives rise to an Umwelt of habitual life. This, however,
is obviously not the goal of the aesthetics in The Bridge. On the other hand,
although less obviously, the film also seems to impugn the operation of repre-
sentation that characterizes the active synthesis of time. This is because the dif-
ferential view, the virtual image of simultaneous potentialities, disclosed in the
film is not the same as a self-identical representation of its object. The film’s
repetition does not follow a distinct pattern and, unlike the ubiquitous percep-
tion brought about by the parallel editing, for instance, it does not assign an
established meaning and quality to its object from a relatively fixed perspective.
Rather, The Bridge builds upon the multiplication of perspectives of its object –
and the film’s perception of temporality is of another kind.

How can we characterize the film’s repetition formula and its consequent
mode of differentiation? In addition to the two syntheses mentioned above, De-
leuze also distinguishes a temporality that excludes the notions of both succes-
sion and the whole, one that relates not to a passing present or an a priori form
of time but the coexistence of disparate elements as virtual tendencies that di-
rect the world’s actualization, converging thus with the kind of vision The

Bridge embodies. During the period of the emergence of the moving image,
this temporality, and also with respect to the image problematics, became theo-
rized in Friedrich Nietzsche’s perspectivist thinking, especially in his notion of
the eternal return. For Nietzsche, time becomes a question of creation and epis-
temology, a question of multiple perspectives. The differential perception and
dynamic visuality that the moving image may give rise to, as The Bridge exem-
plifies, is linked to developments in philosophy at the turn of the twentieth cen-
tury, and in the following sections we shall explore how the moving image re-
lates to the problematic of ontological knowledge and time as it manifested in
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Nietzsche’s ideas, also including larger developments in Western visual culture
into our discussion.

Schein

In his lectures on Nietzsche, Martin Heidegger focuses on the concept of the
image while he approaches the question of knowledge in Western thought.

For the Greeks, Heidegger maintained, both the image and knowledge em-
braced a certain mode of activity concerning the world’s immanent “coming to
presence” in thought. In modernity, however, this kind of understanding of the
image and knowledge is transformed into a logic of representation. The modern
position is exemplified by Immanuel Kant’s world of appearances where there
is no necessary or discernible connection between the self-referential symbolic
realm and other realities outside of it. Nietzsche’s ideas emerged as a critical
response to this position. Heidegger characterized Nietzsche’s philosophy in
this development as an attempt to overturn the modern position by approxi-
mating the ancient one, although not in a simple and direct manner but in terms
of a “completion of Western thought.”

What is essential for our purposes is how the image – and its ontological force
in particular – becomes perceived in Nietzsche’s project of “overturning” Wes-
tern metaphysics. As we will see, the overturning is intimately entwined with
the dynamic visuality of moving images. It is through developing a notion of a
“differential image” as an alternative to the image based on identity and repre-
sentation that Nietzsche in fact radically challenged traditional ideas of truth
and being. Firstly, Nietzsche’s concept of Schein includes a specific notion of the
moving image while, secondly, this notion also functions as a core element in
the concepts of the eternal return and will to power.

Outlining a certain epistemological position from which the notions of truth
and being lose their gravity and weight, Nietzsche’s Zarathustra speaks: “This
world, the eternally imperfect, the mirror image and imperfect image of an eter-
nal contradiction – a drunken joy to its imperfect creator: thus the world once
seemed to me.” Zarathustra highlights how the world “is” in the image,
although not in any preconceived form but in an image that is incomplete, in
progress, like the one in a mirror that reflects the movements of “eternal contra-
diction.” A few lines earlier, Zarathustra stated: “then the world seemed a
dream to me and the fiction of a god.” The fact that the world is created in an
image suggests that it is given only through, and as, semblance (Schein). The
image for Nietzsche is first of all characterized in terms of semblance; the image
“seems” (scheinen). Moreover, in a fragment from the time Nietzsche was
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working on the final sections of Zarathustra we read how a “poetic force” (dich-
tende Kraft) creates the world of being. This force works with images (Bild) that
produce something that is ready-made and frames it as permanent. The world
of stable identities, the world of being, of subjects and objects, is an effect of
semblancy (Scheinbarkeit).

What is Schein? In The Gay Science Nietzsche defined it as follows:

Certainly not the opposite of some essence...! Certainly not a dead mask that one
could put on an unknown x and probably also take off x! To me, semblance is the
active and living itself, which goes so far in its self-mockery that it makes me feel that
there is semblance and a will-o’-the-wisp and a dance of spirits and nothing else...

Schein in this passage is described as that which seems to be a given, that is, no
less than reality itself, since even essence becomes assimilated into semblancy.
Semblance, then, is not opposed to reality. It is reality as we perceive and know
it in terms of causality, necessity, and substance, for example. Therefore, no
“thing-in-itself” or absolute truth can be considered the foundation for ontology
and morality beyond semblance. For Nietzsche, the question is nonetheless not
about sinking into a world of appearances. Semblancy is a strategic concept
aimed at stripping being of its privileged ontological status: “‘Semblancy’ itself
belongs to reality: it is a form of its being...” This is a fundamental notion in
Nietzsche, and it forms the core of his attempt to approach the world in terms
that exceed the logic of subject and object, appearance and the thing-in-itself or
essence.

Nietzsche thought that Schein primarily concerned our ability to live. The fact
that the world reveals itself to be permanent, identical and coherent is a matter
of our “practical instincts.” Obviously, Nietzsche’s thinking in this respect over-
laps with contemporary developments in physiology (see chapter ). A stable
point of reference has vanished and what remains are types of simulations of
the world. Semblance is about afterimages appearing when we close our eyes,
ones that in Nietzsche’s early work are termed Apollonian visions according to
the god of the sun and light that projects the world of semblancy. As we argued
earlier, the study of these entoptical phenomena in nineteenth-century physiol-
ogy actually implemented a conception of the constructional nature of human
perception. Like Johannes Müller and Hermann von Helmholtz, Nietzsche con-
sidered perception to be mediated by two systems of arbitrary signs or “meta-
phors” in terms of transportations or transpositions from one register to an-
other. First of all, there is the transposition of a nervous impulse into a
sensory image and, second, there is the transposition of the sensory image into
a word. Consequently, it appears that there is no immediate perception, no
“pure, inconsequential truths” beyond semblancy, that is, the images and words
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generated by our nervous apparatus and consciousness. Schein thus shows
how perception and consciousness are always less than the world as such.

One could even say that the notion of semblancy is implemented by techno-
logically produced moving images generated during the above-mentioned
physiological experiments. As Friedrich Kittler argues, the images of light in
Nietzsche’s concept of Apollonian art “have little to do with productions of So-
phocles at Athenian festivals” but instead describe “the technological medium
of film, which the Lumière brothers would make public on December ,
.” In Kittler’s treatment, it is generally the “discourse network” of our
technological modernity, produced by the media of automatic (re)production,
that feeds into Nietzsche’s thinking at the threshold of Western thought when
metaphysical suppositions of being, truth and consciousness become under-
mined. Taking up Kittler’s argument, we see how the notion of Schein is em-
bedded in the biopolitical context of cinematic modernity, where these kinds of
suppositions matter very little anymore and subjectivity in particular becomes
identical to quasi-endogenous appearances modulated by the moving image. In
Human, All Too Human Nietzsche even adopts some of the principal ideas of
nineteenth-century physiological research into his notions of visual perception,
describing how “the brain produces a host of light-impressions and colours,
probably as a kind of after-play and echo of those effects of light which crowd
upon it during the day.” More precisely, Nietzsche’s notion of semblancy an-
ticipates the automation of movement in cinema. Incapable of processing the
stimuli that succeed too rapidly in a film, the brain needs to resort to generating
an appearance of a continuum, endogenous Schein or an Umwelt. The brain un-
consciously organizes random data, as Nietzsche described it, “into definite fig-
ures, shapes, landscapes, moving groups. What is actually occurring is again a
kind of inferring of the cause from the effect; the mind asks where these light-
impressions and colors come from and supposes these shapes and figures as
their causes...” The “metaphoricity” of the nervous apparatus and conscious-
ness undermines the representational logic that posits an economy of exchange
between an inside image and the outside world. It suggests how the brain, or
the screen, is the image and the source of light itself illuminating the world of
stable beings.

What Nietzsche brings to the discourses of cinematic modernity is perspecti-
vism, which the concept of Schein incorporates. Semblancy gathers incongruent
perspectival relations and so the world “seems” different from a given perspec-
tive that perceives and interprets it in a unique manner. The world has a rela-
tively different face from each point of view, and it subsists and varies accord-
ing to the point of view. However, what seems somehow different from the
world of Schein is the reality of becoming, which Nietzsche describes as “the
formless unformulable world of the chaos of sensations – another kind of phe-
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nomenal world, a kind ‘unknowable’ for us...” Nietzsche insisted that a chao-
tic, not yet individuated world of movement of things themselves, so to speak,
surpasses the (human) world of Schein generated by the limitedness of percep-
tion and consciousness. In this sense, in Nietzsche’s philosophy, a fundamental
epistemological problem is focused on how to conceive of this world of becom-
ing that seems to remain unknowable for us. This problem evolves into a con-
cern of how not to stay within the limits of the senses as well as language. For
example, how to exceed the mechanistic conception of motion produced by the
basic semiotics of the sign language of sight and touch and based on abstrac-
tions such as necessity and cause and effect? How should one step beyond the
habits of language that encapsulate the world into the notion of substance?
Nietzsche does not remain within the notion of Schein – a concept that uncovers
the contingency of our so-called metaphysical truths – but also, one could say,
tries to think beyond it, to think of the contingency itself.

Nietzsche’s critical potential here regarding the biopolitical captivation of
being in cinematic Umwelts also comes up. This concerns how an alternative
conception of the moving image emerges from Nietzsche’s thinking, one that is
closely associated with his concept of the will to power that is directed toward
surpassing the human condition. Considering the world of the will to power as
something that is plotted out by the brain and the senses, Nietzsche observed:

The mechanistic world is imagined as only sight and touch imagine a world (as
“moved”) – so as to be calculable – thus causal unities are invented, “things” (atoms)
whose effect remains constant (– transference of the false concept of subject to the
concept of the atom).
The following are therefore phenomenal: the injection of the concept of number, the

concept of the thing, (concept of the subject), the concept of activity (separation of
cause from effect), the concept of motion (sight and touch): our eye and our psychol-
ogy are still part of it.
If we eliminate these additions, no things remain but only dynamic quanta, in a

relation of tension to all other dynamic quanta: their essence lies in their relation to
all other dynamic quanta: their essence lies in their relation to all other quanta, in
their “effect” upon the same. The will to power not a being, not a becoming, but a
pathos – the most elemental fact from which becoming and effecting first emerge.

The will to power is the auto-affecting and self-differing “one,” an internal prin-
ciple, which operates within the multiplicity of the individuated force points
and semblance. In Deleuze’s interpretation, the will to power can be seen as the
differential element that determines the relations of forces (quantity) as well as
the qualities of forces (e.g., subject or object, good or bad) in a relation.

Nietzsche believed that the will to power presented the world as something
“seen from inside,” from its inner creative activity, “the world determined and
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described with respect to its ‘intelligible character’.” To think of the world
from the viewpoint of the will to power is to think of it in terms of its internal
genesis, according to the immanent, creative, and asubjective or pre-individual
principle that generates perceptual conditions and thus creates the world of
Schein. Nietzsche affirmed that unlike Apollonian semblances, this is the
world of creative Dionysian Rausch and eternal repetition:

This world: a monster of energy, without beginning, without end; a firm, iron magni-
tude of force that does not grow bigger or smaller, that does not expend itself but only
transforms itself;... at the same time one and many, increasing here and at the same
time decreasing there;... this, my Dionysian world of the eternally self-creating, the
eternally self-destroying... This is the will to power...

The contrast between Apollonian forms and Dionysian Rausch can be seen as
discovering its justification in the contemporary emergence of the moving im-
age and the tensions this effects in our perception and understanding of move-
ment and temporality. As Ivens’s The Bridge epitomizes, cinematic percep-
tion does not simply rest on representations and the phenomenal; it can also
break through the surface of objects, so to speak, and in its machinic vision,
differentiate the world according to its constitutive forces. Analogously to this
intensive movement of the image in The Bridge, movement, for Nietzsche, can-
not be understood in terms of covering a distance and cause and effect, but
rather in temporal terms as the unfolding of forces and the generation of forms.
Indeed, Nietzsche argues that “[e]very movement should be conceived as a ges-
ture, a kind of language in which forces make themselves understandable.” At
the turn of the twentieth century, as Ivens’s The Bridge suggests, the moving
image was the medium that implemented this silent “language” of gestures in
its aesthetics, which, for Nietzsche, would render the world of forces intelligible
and present the perspective of the will to power. This kind of understanding of
the visual is already affirmed in The Birth of Tragedy, although somewhat hesi-
tantly. In Birth, the perception or perspective of the will to power is linked to a
moving, dynamic image. Nietzsche speculated that if the visual power or fa-
culty (Sehkraft) “were not merely a power to attend surfaces, but as if it were
capable of penetrating to the interior,” then we would be capable of seeing “the
undulations of the Will, the conflict of motives, and the swelling current of pas-
sions in a sensuously visible form, so to speak, like a multitude of vividly mov-
ing lines and figures...”

140 Mapping the Moving Image



Imposition and Gramma

In Nietzsche, the moving image is articulated via a certain mode of perception,
namely, the inner perspective of the will to power. Consequently, the moving
image becomes associated with particular noetic activity that exceeds sem-
blance and the representation of the world as something uniform. Nietzsche
characterizes this process of thinking as:

To impose [aufzuprägen] upon becoming the character of being – that is the supreme
will to power.
Twofold falsification, on the part of the senses and of the spirit, to preserve a world

of that which is, which abides, which is equivalent etc.
That everything recurs is the closest approximation of a world of becoming to a world of

being...

Will to power, the affirmation of being and becoming, suggests a “twofold falsi-
fication” concerning the senses and the spirit (or language). First of all, regard-
ing this falsification, the key term is “to impose” (aufprägen) or “imposition”
(Aufprägung) – how the character of being is “traced” onto becoming. What does
it mean to impose?

Here imposition, as Heidegger notes, is basically characterized as the act of
knowing: “Knowing means imposing [aufprägen] regulating forms on chaos.”

Chaos or becoming, Heidegger pointed out, implies some sort of motion of
which the principle is not immediately revealed through experience, but, at the
same time, it is not conceived as an “arbitrary jumble” or something that is
simply unordered. Instead, “chaos is what urges, flows, and is animated, whose
order is concealed, whose law we do not descry straightaway.” One could say
that chaos becomes known only when it is mediated through an imposition,
where this mediation, to follow Heidegger, is understood as that which lets be-
coming appear as something enduring. The supreme will to power, or its “most
profound essence,” Heidegger writes, is “nothing other than the permanentizing
of Becoming into presence.”

However, a question remains concerning the event of imposing: is becoming
the original but passive “given,” which precedes and also exceeds imposition in
the sense that the latter (“phenomenon”) is what actually gives the former
(“noumenon”) its veritable form? This view seems untenable, not least of all
because, as Heidegger himself noted, chaos is auto-affecting, and marked by
self-creation and self-destruction. Chaos doesn’t only simply retain passivity
but also original activity – its own “law” or logos – and the gesture of imposition
must somehow redeem or restore this activity by bringing it into the field of
knowledge and thought. Nietzsche wrote that it does not commence with chaos
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and then thereafter move toward the harmonious and finite, circular movement
of forces; instead, “everything is eternal, not-become [ungeworden]... The circula-
tion has not become [Der Kreislauf ist nichts Gewordenes], it is the original law,
Urgesetz... All becoming is inside the circulation.” That is to say, being (Kreis)
and becoming (Chaos) are by no means opposed to each other in terms of con-
tradiction and mutual exclusion. Firstly, there is no being outside becoming.
The latter possesses its own law, its own imposition, from which being itself is
born. Secondly, there is no becoming as anything originally given; instead, be-
coming “is” only in the event of imposing, in other words, the imposition is the
being of becoming.

Nietzsche articulated here the problem of ontogenesis, which concerns how
being equals a process of emergence predicated upon temporal recurrence.
Moreover, implying some kind of mediation and form-giving activity, the no-
tion of imposition relates to the problematic of how one can, through delicate
gestures, entertain this complex idea in thought. We have focused on the onto-
logical side of this problematic because it also foreshadows the potentialities of
cinematic expression and thinking. As for the moving image’s role in these ar-
rangements, let us note at this point that the problematic that guided
Nietzsche’s thinking entails a mode of visuality that is similar to the notion of
the differential image – not an image “of” becoming but an image that becomes
in the sense that it affirms becoming, lets becoming impose itself on the image
and thus generate being. Giorgio Agamben perceptively pointed this out by ar-
guing that the paradox inherent in Nietzsche – and especially his notion of the
eternal return, which shall be dealt with later – focuses on a very singular con-
ception of the image. Agamben writes that this is “an image that precedes both
that of which it is an image and that on which it impresses itself [s’imprime]. Not
only does the thought of the eternal return contain... an image, but... this image
is the original which precedes being and becoming, subject and object.”

That kind of differential image cannot concern the subject-object optics and
figure-ground relations that characterize Apollonian, already individuated sem-
blances. In a fragment from the autumn of , Nietzsche, who struggling
against the ocularcentric tradition of Western philosophy that postulates that
so-called natural vision forms the centre of thought and knowledge, speculated
on how there “must have been thinking long before there were eyes.” He as-
sociated this kind of more “original” thought with the sense of touch and sensa-
tions of pressure. In this respect, Nietzsche’s thinking shifts our focus to the
larger late-nineteenth-century media ecology and especially the new typewriter
technology. In , Nietzsche began to work on his will to power project, de-
spite being half-blind, or as the diagnosis in  noted, his right eye was only
able to see “misshapen and distorted images” and “letters that were virtually
beyond recognition,” and he decided to buy a “Malling Hansen writing ball”
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(a type of typewriter) from Denmark. The reason was that this machine allowed
one to compose “blindly” based more on tactility than on sight, since, according
to its technical specifications, what was written only became visible after writ-
ing it down, while the act itself depended on the sense of touch. The typewri-
ter allowed the act of writing to be guided by the spatial positioning of the keys
on the semi-spheric keyboard, and so writing is primarily dependent on the
spatial and/or differential relations between signs. On the other hand, as Kittler
observes, “spatiality determines not only the relations among signs but also
their relation to the empty ground. Type hits paper, leaving an impression, or
sometimes even a hole.”

Generally speaking, as Kittler suggests, the typewriter technologically imple-
ments a “logic of chaos and intervals” resulting in a conception of language that
can no longer be based on the translation of a prelinguistic meaning but, in-
stead, boils down to the materiality of the writing act. The typewriter dissects
words into discontinuous material signifiers that depend on the machinic act of
impression in which forms emerge from the empty paper’s virtual chaos. This is
related to Nietzsche’s notion of imposition, which attempts to “unground” our
ontological presuppositions. The notion of imposition struggles to think of the
material world of chaos and becoming as immanently form-giving itself, in-
stead of presupposing the “mind,” “god” or “substance” as the origin of forms.
This echoes the problem of the figural that becomes manifest, as we have seen in
the previous chapter, with the emergence of the moving image: the imposition
must break with the traditional logic of the sign, which is based on the duality
between the signifier or appearance and the signified or essence. In this re-
spect, Nietzsche’s goal was to articulate a novel ontology, which was, to some
extent, implied by the scene with the typewriter and the tactile gestures it em-
bodies. As Nietzsche typed in a letter in : “SIE HABEN RECHT – UNSER
SCHREIBZEUG ARBEITET MIT AN UNSEREN GEDANKEN” (You are right,
our writing tools are working on our thoughts).

Christof Windgätter analyzed that the typewriter determines Nietzsche’s
thinking in terms of how discontinuity is manifested in the philosopher’s later
understanding of language and style of writing. According to Windgätter,
Nietzsche’s style is primarily typographically oriented. His frequent use of quo-
tation marks highlights the heterogeneity of writing, presenting what is written
as such and drawing attention to the written characters themselves. Quotation
marks in a way create the image of a text as text. On the other hand, the space
between words and letters comes into focus as it is set apart by the dash (–) that
breaks the flow of reading, builds oppositions or leaves a sentence to vacillate in
the empty space. Windgätter points out that the dash is thus a sign “not of but as
difference.” It, one could tentatively say, functions like a differential image,
similar to a silent interval that renders the fluctuating, intensive reality of the
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eternal return intelligible, to silence that, as we shall see, is basically a very
unique type of showing. Pierre Klossowski also emphasizes the interval in his
analysis of Nietzsche’s “semiotic of impulses,” paying special attention to a spe-
cific type of visuality in his writing:

The intensity oscillates while thought as such is being formed, but once the declara-
tion is produced, it is reduced to the inertia of signs. Where then does the ebbing flow
of the intensity go? It overflows the fixity of signs and continues on, as it were, in their
intervals: each interval (thus each silence) belongs (outside the linkage of signs) to the
fluctuations of an impulsive reality.

As for the discontinuity in language itself, what this recourse to the materiality
of writing shows is a struggle to strip language of its semantic content and the
functions of nomination, and primarily to disclose its artificiality and expose its
limits as limits. Nietzsche wrote:

Now we read disharmonies and problems into things because we think only in the
form of language – and thus believe in the “eternal truth” of “reason”... We cease to
think when we refuse to do so under the constraint of language; we barely reach the doubt
that sees this limitation as limitation.

Moreover, while downgrading the validity of our grammatical categories and
the linguistic form of thinking, dashes, quotation marks, the telegraphic style,
etc., simultaneously reveal how language essentially implies its own exteriority.
The materiality of writing seeks to carve out from within language that which
has no name, that which remains necessarily unwritten, whereas under the
pressure of the outside, thinking is freed from the chains of grammar and logic
as well as subjective interiority.

Not surprisingly, the key notions of Nietzsche’s philosophy such as the will to
power or the eternal return are seldom directly described in his books or frag-
ments. That is because the exploration of the limits of language in fact functions
at the core of the thought of the eternal return. One could say that it is the out-
side of language that determines Nietzsche’s “most abysmal thought.” While
Zarathustra, after seven days of silence, remarks the artificiality of words – “It is
a beautiful folly, speaking: with it humans dance over all things” – the animals
utter:

– “Oh Zarathustra,” said the animals then. “To those who think as we do, all things
themselves approach dancing; they come and reach out their hands and laugh and
retreat – and come back.
Everything goes, everything comes back; the wheel of being rolls eternally. Every-

thing dies, everything blossoms again, the year of being runs eternally...
In every Instant being begins; around every Here rolls the ball There. The middle is

everywhere. Crooked is the path of eternity.”
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Here we witness a recurrent theme in Nietzsche’s thinking of the eternal return,
which concerns how language must stop functioning as a signifying proposi-
tion and denoting things and trapping things within its framework. As is well
known, Nietzsche experimented in his writing with several techniques and
forms such as the aphorism and the Dionysus dithyramb in order to find a
mode of expression that would not simply signify, denote and objectify but
would also be capable of manifesting that which is not a “thing” and has no
specific name, the dance or Rausch of things themselves. For Nietzsche, the
aphoristic form “speaks about things the likes of which have never been heard.
Sayings trembling with passion; eloquence becomes music; bold strokes of
lightning hurled forward into futures never before anticipated.”

The thought of the eternal return, then, is intimately implied in the experi-
ments that focus on alternative linguistic expression and deal with the question
of how we can conceive of the outside of language (inside language), its bare
exteriority denuded of the signifying and nominating functions – the dash that
thinks without words, as it were. It should be noted that the outside is not sim-
ply a place of negativity, but Nietzsche’s notion of imposition is directed toward
affirming it in positive terms through gestures that are perhaps silent and tactile
but also visual in a very particular way.

Nietzsche’s search resembles that of Stéphane Mallarmé in his Un coup de dés
jamais n’abolira le hazard in which the typographic position of writing signs boils
down to signs becoming moving images, space generating temporal forms and
figures similar to cinema. In Mallarmé’s case, it seems that the moving image
enveloped the outside of language, embodying a temporality in which chance
or contingency and necessity are intertwined and actually tend to merge with
one another. In its cinematically informed visual compositions of material sig-
nifiers, which rest on combinatory montage techniques that occur between var-
ious linguistic elements, the poem enacts a configuration of repetition and dif-
ferentiation that converges with Nietzsche’s notion of eternal return and the
problematic of being and becoming that it implies. However, it is also here that
a fundamental disparity between Nietzsche and Mallarmé appears. Mallarmé
believed that chance and necessity basically stood in fundamental opposition to
one another. Chance instantiates worldly existence, while necessity, by con-
trast, is the character of the “pure idea” or the eternal essence, and it is only
through the annulling of chance, becoming and contingency that the eternal
can be affirmed. In Un coup de dés, Mallarmé’s “nihilistic” view (in Nietzschean
terms) of this totality finds its ultimate sign, not in the cinematic figures that the
poem enacts, which incorporate the dimension of contingency, but in the “Sep-
tentrion” that emerges toward the end. Septentrion means the seven stars of the
constellation of the Great Bear. In Un coup de dés, it crystallizes the perfect form,
the cosmic constellation in which contingency is eliminated and thought finds
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its endpoint. In terms of media studies, the Septentrion unites the image, the
numeral and the letter under one sign or symbol. It is thus the ultimate sign,
which combines the basic forms of human knowledge and beyond it there is
only a place of pure negativity.

In the history of philosophy, this type of sign resembles the notion of the
gramma – a “letter” or, more generally, a “scratch” – that Aristotle introduced
into Western thought at the beginning of De interpretatione. It is important at
this point to unravel this background a bit further, because it is precisely the
Aristotelian gramma, and consequently certain key assumptions of Western me-
taphysics, that Nietzsche’s notion of imposition sought to challenge. Aristotle
believed that the gramma was the final indivisible element by which voice ac-
quires the capacity for articulate speech and signification, in other words, the
very possibility of engaging in human thought. Signs of writing make it possi-
ble to analyze and divide speech as well as thought into its constituent alpha-
betic elements, whereby the gramma becomes the primary element, the absolute
presupposition, upon which thinking is based. In this way, the gramma, accord-
ing to Agamben, actually forms the linguistic cipher of Aristotle’s ontological
notion of the first substance, protē ousia, which is by nature totally actual (lack-
ing potentiality), self-identical, eternal and necessary. The substance functions
as the fixed ground of being that remains unaltered with respect to the changes
which beings may be subjected to. As such, the first substance is something that
remains outside the reach of language and thought and yet is always already
presupposed. It manifests itself as the negative ground that can be included in
discourse not in terms of immanent positivity but only “after the fact.” Funda-
mentally, then, in the history of Western thinking, the gramma is what mediates
a particular sphere of negativity and a logic of substance and necessity.

Shifting the attention from the materiality of letters to moving images, one
should note that at the turn of the twentieth century this logic of gramma was
considered in a unique manner in pictorial terms in the work of the Estonian
linguist Jacob Lintsbach. In his book The Principles of Philosophical Language: An
Attempt at Exact Linguistics () Lintsbach assumed the task of producing an
artificial universal language based not on the phonetic principle taken from so-
called natural languages but on what he called “living schemes,” “the cinema-
tograph of icons” or the “manual language of the mind” including body lan-
guage, music and moving pictures in particular. Lintsbach considered that the
“mechanical language” of the cinematographic image is a faithful registration of
reality not based on convention, which “must lay at the foundation of a more
concise [universal] language, based on conventional signs.” However, the uni-
versal language does not concern physical cinema or a cinema based on photo-
graphy, but a cinema of discrete icons that would demonstrate “the life of our
ideas.” Icons are the elements of mental ideas, and when a strip of icons is ani-
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mated at the rate of seven images per second – the speed of human thinking
according to Lintsbach – an immediate visualization of mental processes is
achieved. Even logical relations appear to be better expressed in the new lan-
guage of thought. “Abstract notions,” Lintsbach writes, “which up to now exist
almost exclusively in verbal form, will be immediately graspable through
senses...” Needless to say, Lintsbach’s project was futuristic, even avant-garde,
but also coincided with Viking Eggeling and Hans Richter’s  sketch of a
program for a universal language based on cinematographic images. Eggeling
and Richter wanted to construct this language by animating elementary geo-
metrical figures of various colours with different rhythms and directions of
movement (diagonal, horizontal, vertical). Thus a new form of expression and
knowledge would be generated. Richter, in retrospective, explained that “[w]ith
careful analysis of the elements, one should be able to rebuild men’s vision into
a spiritual language in which the simplest as well as the most complicated, emo-
tions as well as thoughts, objects as well as ideas, would find a form.”

As for their historical and epistomological background, these approaches can
be seen as rearticulating and recombining Leibniz’s late seventeenth-century stu-
dies on ars combinatoria, which was part of a long tradition of universal lan-
guages, artificial memories and “universal thinking machines,” as developed by
Athanasius Kircher and Raymond Lull, among others. Leibniz believed that
human thought was divisible into its constituent elements, termini ultimi, that
are atomic, indivisible concepts, or primary alphabets of thought. Leibniz’s
view is very similar to Lintsbach’s in how in the beginning of his studies he ob-
served that everything that is scientifically structured or scrutinizable by reason
can be comprehended according to elementary geometrical figures such as the
triangle and the circle. For Leibniz, these figures represent fundamental notions,
and through their combinations, a geometrical topology of intelligible relations
in the world can be established. Everything that is certain for reason in the world
may be discovered by calculating with the universal alphabet. Thinking is calcu-
lation; the effects of logos become logistics and understanding becomes a kind of
calculating machine. The universal alphabet consists of the prima materia of
thought from which all possible combinations of concepts generate and within
which all possible knowledge occurs. This notion of prima materia evidently is a
continuation of the Aristotelian gramma: the primal and self-positing element as
the point at which the thought of the animal rationale ends and mysticism begins.
What is essential here is that the basic elements in ars combinatoria have no mean-
ing. They are non-interpretable elements, which thought uses to calculate, or a
machine like the computer could calculate. A calculus using meaningless ele-
ments becomes the essence of philosophical analysis.

In Lintsbach’s and Leibniz’s and, in a way, Eggeling and Richter’s experi-
ments, the Aristotelian gramma is understood in terms of the image, which be-
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comes viewed as the final and ultimate element of thought. The image is thus
subsumed under the logic of gramma; it becomes “writing” in the sense that it
becomes the final interpreter of thinking. As a consequence, visual thinking is
positioned negatively with respect to what remains outside of this “writing.”
The world as such cannot be named because it is always already mediated. As
the negative foundation, it is pure transcendence.

The singularity of Nietzsche’s ideas in this context involve his notion of impo-
sition having the logic of gramma as its target, directed as it is at approaching
that which remains unwritten, or rather “para-gramma,” that is, the Rausch of
things themselves. Furthermore, what Nietzsche believed remains para-gramma
is not any final and absolute element or the first substance (pure actuality) be-
yond all beings, but the immanent difference, the will to power, that constitutes
the being (in thought) of any being. This means giving expression to and expos-
ing the world in terms of the differential elements that it is made up of, ones
that, to be sure, are not elements in the sense of grammata – that is to say, ele-
ments that attribute being or non-being and thus fix a thing’s identity – but
potentialities embodying the contingency of a thing.

How can the imposition become one of difference itself and not merely a re-
presentation following the logic of primordial negativity and, consequently,
temporal necessity? This is the fundamental problem that drove Nietzsche’s ex-
periments with the materiality of writing in terms of giving expression to the
ontological immanence of being and becoming that the notion of eternal return
implies. Crucially, it is also at this point that the image reappears in Nietzsche’s
thinking. “[T]he best images and parables [Gleichnisse],” Nietzsche wrote,
“should speak of time and becoming: they should be praise and a justification
of all that is not everlasting!” Here, the image is directly associated with the
affirmation of the temporal texture of the world as contingency and becoming,
and understood in terms of a noetic activity of “making similar” (Gleichnis). In
this sense, the concept of the image boils down to Nietzsche’s treatment of the
word Gleich in the notion of the eternal return. For Nietzsche, eternal return is
the return of the “same” (die ewige Wiederkehr des Gleichen). Etymologically
Gleich means that which has the same body and the same form or figure. It is
composed of the prefix ge- and the term leich. Ge- indicates assemblage, gather-
ing together, a collective. Leich, on the other hand, derives from the same origin
as the word Leiche (līch and līh[h]), a cadaver, one that means appearance, re-
semblance, or figure. In this sense, Gleich means that which remains the same as
a body undergoes modifications in time, it is like a dead mask, an image which
survives. Gleich gathers a multiplicity together into a singular constellation and
thus provides the capacity to know and apprehend what has already passed
away. It is the one that “guards” the world’s becoming.
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However, one must stress that Gleich is not a generic concept that imprisons
the singularity of becoming in a universal term. Instead, to follow Deleuze’s
views on the eternal return, the most difficult point is that Gleich is simulta-
neously the similar (that which remains one) and the different (multiple). We
already encountered this problem in Joris Ivens’s The Bridge, which concerned
the repetitive formula and consequent modes of differentiation that the film em-
bodies: multiple instantiations of the bridge do not conform to a single form
but, rather, forms and figures themselves are generated from intensive multipli-
cities that the film apprehends in its aesthetics. In Nietzsche’s terminology, the
problem this kind of an image (Gleich) encompasses is that it “is” the eternal
return in the sense that it is one (repetition), and, on the other hand, it “is” mul-
tiple in the sense that it affirms becoming (difference). As such, the image incor-
porates repetition as a mode of intensive differentiation. Accordingly, the image
enfolded in certain key ontological and epistemological issues of Nietzsche’s
philosophy are connected to the expressive potential of the moving image as
exemplified by The Bridge. It is precisely the dynamic being of difference, the
one-multiple that Nietzsche seems to be approaching in terms of Gleich. Mean-
while, the image in Nietzsche’s thought does not only concern the world of
Schein but also the world viewed from within, the world of the will to power.
What is at work in Nietzsche’s ideas is what can be called the differential image,
the image as a process of differentiation and ultimately creation. The notions of
imposition and Gleich then unassumingly develop a very original conception of
the image itself, one that attributes the capacity to function as a form-producing
interval to the image, or an internal differential principle that generates being by
“imposing” becoming.

Lightning-Image

What we see here in Nietzsche’s case is very similar to what we have already
encountered in the previous chapter: the moving image emerges as a paradox-
ical rhythm that gives thought its direction and sense. In the philosopher-poet’s
mind, the questions of the image and dynamic visuality become in particular
related to the problem of time. This is not a coincidence because cinema endows
the image with a novel kind of temporal intensity, especially a novel mode of
temporal repetition and differentiation. This temporality is manifested in Ivens’s
The Bridge, as well as in the split screens of Stellan Rye’s The Student of Pra-

gue in which Balduin meets his double and the image cracks open to reveal the
depths of time. Doppelgänger shots embody intervals that split the visual field
into a process of differentiation whereby the actual Balduin confronts the others
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that populate his existence, the potentialities that constitute his being. These
intervals incorporate ruptures in vision through which the past (or memory)
repeats itself in terms of creating difference in the present.

For Nietzsche, the eternal return entailed a similar problematic of visuality,
time and differentiation. This notion actually arose a few years prior to
Nietzsche’s work in the writings of Albert Blanqui, during his imprisonment in
the Fort du Taureau. Blanqui envisioned a scene in his mind that is quite similar
to the one that takes place in the Jewish cemetery in The Student of Prague

with Doppelgängersmanifesting a temporal recurrence. In L’Éternité par les astres,
first published in , Blanqui writes:

Every human being is thus eternal in each second of her/his existence... The number
of our doubles is infinite in time and space... These doubles are of flesh and bones,
even dressed in trousers and overcoat, in crinoline and bun. They are not phantoms; it
is actuality made eternal.

For Blanqui, the present not only reaches into the future but embraces the past
within itself in terms of an infinite number of doubles – ones that cannot be
understood as phantoms in the sense of unreal apparitions or mere reflections
but more in the sense of what the Greeks called phantasma, that is, potentialities
of “coming to the fore” that are immanent to the actual, in the sense of incor-
porations of temporal depths immanent to the actual present.

In this respect, Blanqui’s musings are similar to Nietzsche’s who had already
developed an early version of the idea of the eternal return in his  “Time-
Atom Theory” fragment. Significantly enough, Nietzsche drew a little picture
in order to articulate the nature of time, instead of relying totally on alphabetic
symbols (fig. ). The diagram consisted of dots that represent temporal mo-
ments, time-points, and form an imagined vertical line. The spaces between the
dots, however, are crisscrossed with strokes as if to emphasize the point that the
dots remain separate from each other and do not form a continuum. The dia-
gram also includes overlapping semi-circular lines which connect separate
points to each other, creating temporal folds that condense two moments into
one. The strokes between the dots as well as the fact that the dots remain sepa-
rated from one another so as not to form a continuum create a fundamental
notion explained in the fragment: the linear succession of time is established by
the limitedness of our senses and the conventions of imagination. Nietzsche ob-
served that “a reproductive being is necessary, which holds earlier moments of
time beside the present.” This is the work of representation or Schein; it gener-
ates space and deduces “coexistence” or succession, subsuming movement
within space. In contrast to this operation, however, Nietzsche argued that
movement was more profoundly related to time. In the diagram, the folds pre-
sent this temporal motion. From the diagram one can thus infer how Nietzsche
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conceived of movement as consisting of the enfolding and unfolding of tempo-
ral depths, the past and the future, in a time-point or a moment. This moment
is one in which the past and the future encounter each other and the recurrence
of time becomes tangible and apprehensible. At this moment past and future
are affected by each other and become contingent with respect to each other. It
is thus a moment of potentiality at which the recurrence of time creates differ-
ence in the present.

Figure  Drawing by Friedrich Nietzsche, 

The question that concerns us here is the role of visuality in Nietzsche’s thinking
about time – what is the relation between the image and this temporal move-
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ment in his philosophy? In a fragment from a few years later, Nietzsche noted
how the eternal return is disclosed in an instantaneous lightning image: “[T]he
infinitely small moment [der unendlich kleine Augenblick] is the highest reality and
truth, a lightning-image out of the eternal river [ein Blitzbild aus dem ewigen
Flusse].” As Gary Shapiro shows, the Augenblick, the twinkling of an eye, often
translated as “moment,” is a theme that runs through all of Nietzsche’s writ-
ings. In the “On the Vision and the Riddle” section of Thus Spoke Zarathustra,
the Augenblick reappears when the eternal return is introduced for the first time.
The abysmal thought of temporal recurrence is intimately linked with a certain
kind of vision, thematized in terms of seeing the abyss, as Zarathustra asks, “Is
seeing itself not – seeing the abyss?” The “riddle” of this kind of vision as-
sumes the form of a gateway, which has a double meaning in the sense that it
leads to two separate paths:

“See this gateway, dwarf!” I continued. “It has two faces. Two paths come together
here; no one has yet walked them to the end.
This long lane back: it lasts an eternity. And that long lane outward – that is another

eternity.
They contradict each other, these paths; they blatantly offend each other – and here

at this gateway is where they come together. The name of the gateway is inscribed at
the top: ‘Moment [Augenblick].’

The past and the future collide with each other in the Augenblick. It is a double-
edged moment of the violent confrontation between two conflicting forces in
which one realizes that each moment is impregnated with the entire past and
the entire future, with each moment carrying within itself the abyss of time. It is
a moment of ungrounded difference, since the abyss is groundless – a vertigi-
nous moment that opens up to the virtual. In other words, in the Augenblick
potentiality (whatever can happen and could have happened) is real; time repeats
itself as potentiality in the present. Potentiality here is not a spectral possibility
waiting for its realization but, instead, it has already been realized and thus
“subsists” in every fleeting moment.

The Augenblick concerns visibility as much as momentary blindness and invi-
sibility, and thus envelops virtuality. Accordingly, the mode of vision it encom-
passes should also be characterized as virtual, which pertains to a visuality
made up of fissures and interstices that open up to dimensions other than the
three spatial ones that define the world of solid objects and stable identities. As
such, the Augenblick cannot be conceived of as limited to the visual field of the
phenomenological observer and should not be merely understood as the short-
est perceivable duration of which we are conscious. At this moment, on the
contrary, durations that are superior or inferior to ours are emerging. During
the late nineteenth century, cinema emerged as the technology that produced
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novel visual dimensions by exceeding the duration of human vision. The cin-
ema is a veritable technology of the Augenblick in at least two senses; firstly, it is
based on our blindness to infinitely small durations and, secondly, it is capable
of presenting the double-faced gateway to the abyss of time in those differential
images we encounter in The Student of Prague, for instance. We can thus see
how, in the latter sense, and with the ruptures in vision that the split screen
shows, the moving image equals the lightning image thematized by Nietzsche,
that is to say, a differential image of potentiality.

When it comes to developments in Western visual culture during this period,
one should note that the notion of the differential image as a moving image
with similar temporal problematics also directed Aby Warburg’s unfinished
project from the s called the Mnemosyne Atlas. Atlas consists of a num-
ber of black screens on which different kinds of material – text and photo-
graphic reproductions – are grouped together under specific themes ranging
from ancient cosmologies to the nymph in Western culture (fig. ). Without
going into details, about Atlas or Warburg’s own theory of art and its relation
to Nietzsche’s thinking, let us briefly analyze the mode of intelligibility that
Warburg attributed to the image in the project. Suffice it to say that the explicit
objective of Atlas is to trace how certain visual motifs from the classical period
“survive” and recur in the visual arts of the Renaissance – and thus, more im-
plicitly, to explore the circuits of time and memory with regard to visual materi-
al. The screens in Atlas are not supposed to present static constellations of texts
and pictures but, instead, as Philippe-Alain Michaud points out, put the image
in motion. The image is approached as fundamentally dynamic. Mnemosyne

Atlas is not merely seeking to spatially collect and juxtapose the pictorial stra-
tegies of a given historical period and their variation in history. George Didi-
Huberman explains that, on a more profound level, and despite first impres-
sions, it attempts to trace how the image itself subsists in time, the image’s sur-
vival (Nachleben) in time. Even though it is partly derived from the centuries-
old tradition of mnemotechnics, Atlas nonetheless differs from the spatially
oriented compositions of the older arts of memory, as its images are fundamen-
tally impregnated by time and recurrence. Atlas is supposed to solve the
problem of temporal passage and, in this sense, to apprehend the various dura-
tions of images. As such, it even culminates in a certain kind of madness or
Dionysian drunkenness that is also inherent to Nietzsche’s work, which strug-
gles, as Didi-Huberman observes, to “think of all images together with all their
possible relations.” Indeed, each screen in Atlas appears as a gesture that
comprehends differential temporal relations and morphogenetic forces.
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Figure  Aby Warburg, Bilderatlas Mnemosyne, -, screen 
London, Warburg Institute Archive. Photo: The Warburg Institute
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Mnemosyne Atlas is based on an unusual perception that coincides with
Nietzsche’s differential image in presenting the virtual forces that survive and
subsist extra-temporally. For example, screen  (fig. ), which has the visual
motif of the nymph as its subject, does not simply lay out a collection of particu-
lar images of nymphs or try to make visible their general model. Instead, the
screen exceeds this logic of the model and its copies, the one and the many. It
approaches the “nymph” as a multiplicity and takes hold of the differential ele-
ments that constitute the specific forms and figures of nymph, making visible
the “auto-affection” of these elements in time. The screen presents the
nymph’s diverse actualizations in various historical contexts, from seventh-cen-
tury ivory reliefs to Domenico Ghirlandaio’s fresco The Birth of John the Baptist
(), as it simultaneously highlights the sphere of potentialities, the differen-
tial relations, from which these actualizations emerge. One of Atlas’s striking
features is that the sphere of potentialities is harnessed in the black intervals
between the pictorial and the textual material. The notion of an “imageable”
temporal interval becomes crucial, as in its own fashion Atlas relates the image
to time and thus makes the image that survives intelligible, as it is captured in
the interval where past and future encounter and affect one another. The screen
thus brings forth a “lightning-image emerging from the eternal river,” one that
we tend to remain blind to but which, nonetheless, may become thinkable due
to the interactions between actual images that are taking place in the black
space. The black gaps between the actual images become temporally oriented
intervals, verging on the abyss of time, which each image emerges from and
falls back into.

Mnemosyne Atlas is basically characterized by the attempt to not simply
juxtapose images and words in space but to put the image itself in motion in
time and to engage the differentiating status of temporal repetition. Atlas is
composed of differential images, and, in fact, it strikingly resembles the differ-
ential montage in cinema as described by Deleuze:

Given one image, another image has to be chosen which will induce an interstice
between the two. This is not an operation of association, but of differentiation... given
one potential, another has to be chosen, not any whatever, but in such a way that a
difference of potential is established between the two, which will be productive of a
third or of something new.

It is via this kind of differential montage that Warburg’s constellations produce
disruptions and disjunctions of vision, whereby they grasp the folds of time and
memory and thus become cinematically oriented rhythms of thought. These
rhythms also characterize Ivens’s The Bridge, which scrutinizes the virtual
forces that direct and determine its object. The Bridge does not simply juxta-
pose forms and movements in order to bring about a general representation of
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the bridge. Even though the film evidently builds on the association of elements
in terms of the continuity of the bridge’s function (for example, the shots of ma-
chines running followed by the bridge raising), it also includes editing tech-
niques that reveal other kinds of linkages and implement the operation of dif-
ferentiation, which is based on differences of potential like, for example, the
contrasts in kinesthetic forces and rhythms or variations and interactions of di-
verse shapes and forms.

Cinema thus amounts to a specific kind of noetic movement. Since no me-
dium ever determines its outputs, serving instead as a contingent capacity to
generate strikingly heterogeneous constellations, we also have a particular ex-
pression of the moving image’s rhythms in Mnemosyne Atlas, although it is
apparently different from actual films or Nietzsche’s writings and little dia-
grams. Warburg stated that the basic objective of Atlas is to think in images,
or more precisely, to highlight the movement between the sensible and the in-
telligible, the actual image and the concept in the black interval. In Nietzsche’s
case, too, the moving, dynamic image and thought are essentially intertwined.
Of course, Nietzsche’s use of the image can be seen as merely a metaphorical
operation of language. However, as Nietzsche himself maintains, “for the genu-
ine poet metaphor is no rhetorical figure, but an image which takes the place of
something else, something he can really see before him as a substitute for a con-
cept.” Moreover, in Nietzsche’s later work, this earlier assertion of a mediating
image (stellvertretende Bild) is transformed into the notion of an “immediate”
“lightning-image” or Gleich as the differential element in thought, a fleeting mo-
ment that would indeed let the dark abyss of time as the world’s fundamental
texture be exposed (but not unambiguously named or written down). It is in
this Augenblick, based on moving images that plot thought, that the world is
seen from the viewpoint of the will to power, through its potentialities.
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6 Virtual Image: Cinema and Intuition

Cinematographical Mechanism

In his  essay “An Introduction to Metaphysics,” Henri Bergson noted that:
“Time is what is happening, and more than that, it is what causes everything to
happen.” This quote by one of France’s most influential philosophers at the
time crystallized his attempt to reconfigure our understanding of time and its
ontological primacy. Instead of being a measure of movement or an abstract
framework for events, Bergson understands time as mobility and emergence, as
the most intimate texture the world is made of. However, time also becomes
something intellectually elusive. While it is ontologically primary, Bergson also
considers time to be epistemologically uncertain, and the philosopher’s work is
haunted by the question of how we can perceive the world’s temporal nature
and give it adequate expression in thought.

Generally speaking, the elusiveness of time was a central problem at the turn
of the twentieth century, incorporating modernity’s preoccupation with the pre-
sent and temporal drift that, as Leo Charney shows, became located at the ob-
scure limit between the fleeting present and its representation, the world and
the mind. Charney also maps out how this preoccupation was related to the
proliferation of a new technology for visualizing and recognizing the world
from a temporal perspective circa , in other words, cinema. As we have
seen in the previous chapters, at the turn of the twentieth century, the question
of comprehending temporality was articulated via the moving image. Various
artistic forms, intellectual paradoxes, philosophical diagrams and concepts
manifested how the moving image incorporated and also raised specific prob-
lems concerning the temporal nature of things and beings. Friedrich Nietzsche
and Aby Warburg both considered the cinematic and other kinds of dynamic
images to be essential in dealing with the question of how to apprehend the
world not under the category of space but as fundamentally temporally consti-
tuted. In its noetic rhythms, the moving image framed the very question of how
to recognize the folds of time among which the world finds its intelligible char-
acter.



This question is also essential to Bergson’s philosophy, which is a significant
reconfiguration of time, memory and visuality during the era. It characterizes
Bergson’s famous critique of the “cinematographical mechanism of thought” in
Creative Evolution (), in which Bergson puts forward an analogy between
the new technology of moving images and our ordinary forms of perception
and knowledge. The main point of Bergson’s criticism is that the cinemato-
graph, which represents a model of intellection, is characterized by a fundamen-
tal incapacity to conceive of movement itself. Instead of perceiving the world as
dynamic, heterogeneous and temporal, it homogenizes and abstracts movement
and thus it remains incapable of seizing the world in its internal and constitu-
tive becoming. In other words, cinema as a mechanism appears as the antago-
nist to what Bergson calls “life,” which is understood not as a reaction against
death but as a virtual, creative tendency, that gives rise to the new and the un-
foreseen. Bergson contends that its very technical function prevents the cinema-
tograph from reaching this subtle and unique movement of creation that pro-
ceeds by “dissociation and division,” because it arbitrarily registers immobile
snapshots of a mobile and then reconstitutes its successive positions within an
abstract and impersonal framework of “movement in general.” The cinemato-
graph, according to Bergson, only artificially recomposes movement. Instead of
attaching itself immanently to the world’s becoming, it seems to remain trans-
cendent and exterior to it. This is also, Bergson maintains, how “perception, in-
tellection, language” usually proceed: “Whether we would think becoming, or
express it, or even perceive it, we hardly do anything else than set going to a
kind of cinematograph inside us... [T]he mechanism of our ordinary knowledge is of
a cinematographical kind.”

From this perspective, the philosopher relates the cinematographical mechan-
ism to the exigencies of practical or “physiological” life. Ordinary knowledge
and intelligence are relative to corporeal needs that require the representation of
movement in view of action. For Bergson, the task of philosophy nevertheless
consists of overcoming these needs, surpassing the “human condition” and
opening up to the inhuman, to durations inferior or superior to ours that func-
tion as genetic conditions of experience and thought. “In order that our con-
sciousness shall coincide with something of its principle,” Bergson wrote, “it
must detach itself from the already-made and attach itself to the being-made.”

One should “recover contact with the real.” It is this noetic movement in parti-
cular that will encompass the integration of the reality homogenized and ab-
stracted by ordinary forms of intelligence, whereby the world in its internal con-
sistency can be attained.

Thus a substantial problem dealt with in Bergson’s work is how to come up
with an adequate thought and expression for things in terms of duration and
becoming. In this respect, Bergson’s critique focuses on and is divided into two
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separate regimes of images, two modes of visual knowledge, which, according
to him, the cinematographical mechanism incorporates as both a technology
and a model of certain kind of thinking. Firstly, ancient physics and metaphy-
sics are based on the regime of privileged poses or characteristic attitudes, one
exemplified by the sculptures of satyrs and Athenians fighting in the Parthenon.
These are forms independent of time and thus immobile. Secondly, “modern
science” is organized around the regime of any-instants-whatsoever according
to which the flux of reality becomes analyzed through a quantitative decompo-
sition of time into possibly ever-smaller intervals as occurs in chronophotogra-
phy. Instead of privileged or essential moments, modern scientific knowledge
rests on quantitative variations within instants, ones that, despite appearances,
remain immobilities, mere spatial positions of a mobile on virtual arrests (or
“freeze-frames”) that form a trajectory t, t, t, tn. Bergson argues that mod-
ern science works by merely juxtaposing arbitrary moments and interpreting
movement within the category of space, where it also remains incapable of con-
ceiving movement, the flux of time, in its own terms.

Bergson needed a third type of visual regime, one that would consist of
images that endure and become, and can simultaneously apprehend duration
and becoming. These kinds of images would contribute to the formation of ade-
quate thought about duration, presenting movement and change itself without
referring to another dimension such as the rigid framework of (Cartesian) space.
It is conceivable that this image, in spite of Bergson’s explicit critique of the “ci-
nematographical mechanism of thought,” can be compared to the one that ex-
hibits self-motion in cinema. In fact, the philosopher’s criticism as such does not
quite do justice to the medium of the moving image, not even if someone like
Bergson were to simply look at the technological configuration of the cinemato-
graph and other pre-cinematographic apparatuses. In Bergson’s treatment, the
cinematograph merely reproduces or mirrors our ordinary corporeal and intel-
lectual capacities, whereas, as we have seen, novel technological configurations
during the late nineteenth century exceeded the limits of, and modulated, the
human capacities of sensation and “cognition,” opening perception and
thought – to put it in the philosopher’s own terms – up to durations inferior
and superior to the phenomenological subject. Similarly, when Bergson looks at
chronophotography he straightforwardly identifies the technology with its
scientific rationality, in this case, the instrumentalization and experimentaliza-
tion of life and the abstraction of duration. However, technology is more than
its ends, thus also embodying a means without ends, a sphere of potentiality.
Technology implies an ontological opening or “overflow,” one that, in the case
of the moving image, is temporal by nature, as Mary Ann Doane has shown.

In the moving image, it is time itself – and this is exactly the point that Bergson
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himself would stress – that fundamentally undermines the attempts of its tech-
nical regimentation in the succession of discrete images or scientific formulas.

It is noteworthy that the “excess” of time becomes visibly exposed even in
Étienne-Jules Marey’s so-called unsuccessful experiments with chronophotogra-
phy, in which a body that is moving too fast, for example, causes disorientation
within the image. While Marey’s primary intention was to cut the movement of
a body into quantifiable instants, the results of some of his experiments dis-
played something else: the contours of a body become blurred and the figure
increasingly becomes an involuntary expression of its temporal dynamics and
processual nature. This is an example of how the pre-cinematic technology of
chronophotography is manifested as a potentiality that exceeds the scientific –
and one should also note, biopolitical – ends imposed upon it. Movement resists
becoming abstracted and calculated within the “infinitely divisible” trajectory
of discrete instants, and the contours of the mobile become increasingly blurred,
causing cognitive confusion. Crucially, following Doane’s and Georges Didi-
Huberman’s analyses, these images expose novel relations of visuality and time
that emerges with images that begin to move and, consequently, novel ways of
apprehending the world, ones that in fact escape Marey’s own epistemological
framework of spatial juxtaposition. The visible and cognitive confusion con-
cerns the temporality inherent in the moving image that testifies to another
mode of knowledge the image is also capable of giving rise to, a mode that
tends to converge with the indivisibility, irregularity, complexity and unpredict-
ability that for Bergson characterizes the world’s true texture. Marey’s unsuc-
cessful chronophotographs are fuzzy, unreadable or undecipherable only with-
in the limits of the experimental physiological plane of reference but
simultaneously have the potential to generate other modes of perception and
thought, which converge with the morphological complexity and processual
nature of things. They harness the contingency inherent in things and events
that duration envelops and introduce a new kind of continuity and “differenti-
ality” into the discontinuous and in this way touch the very ontological basics of
Bergson’s ideas.

Furthermore, Doane notes that a similar kind of tension between the mean-
ingful and the contingent characterizes early actualities such as What Hap-

pened on Twenty-third Street (Edison Company, ), which investigates
the film camera’s capacity to record a chance event, a gust of air blowing
through a sewer grate and lifting a woman’s dress as she passes by. Doane ar-
gues that significance here, “is not predetermined in an ideal form, but emerges
out of the accident; it is variable and unpredictable.” The film produces mean-
ing out of contingency through perceptual surprise that sees each moment as
potentially undetermined and capable of producing the new. The cinema, in
other words, does not necessarily regiment time but is able to give an expres-
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sion to the unpredictable and the fleeting and even develop into a perception of
becoming.

Embodying chance and contingency, the moving image thus seems to encom-
pass a potential for perception and intellection that is closely linked with Berg-
son’s attempt to reconfigure our understanding of time and the world as dura-
tional. This observation establishes the program we shall pursue in this chapter,
which is to map out how Bergson’s philosophy developed as isomorphic with
this cinematic capacity to think of temporality from a novel perspective. In what
follows, we shall supplement Bergson’s notion of the cinematographical me-
chanism with several other concepts concerning the dynamics of the image and
visuality that are found in his work in order to decipher how the new medium
contributed to the philosopher’s work of redefining the question of time.

Indivisible Interval

Before we investigate Bergson’s writings, let us reframe his critique of the cine-
matographical mechanism of thought in relation to the potentialities of percep-
tion that the cinematographic recording of movement engenders. While Berg-
son was writing Creative Evolution, new modes of scientific perception and the
knowledge of movement and matter emerged. The moving image also played a
peculiar kind of cognitive role in these developments. In , Albert Einstein
published a paper, entitled “On the Movement of Small Particles Suspended in
a Stationary Liquid Demanded by the Molecular Kinetic Theory of Heat,” that
deals with a phenomenon known as Brownian motion, which basically de-
scribes continuous but random movement at a molecular level. The phenom-
enon was initially named after the botanist Robert Brown who, in , re-
ported microscopic observations regarding the reactions of various materials
suspended in liquids that dissolve into small particles that could be observed
moving in a constant but irregular and “swarming” way.

This observation would turn out to be a perplexing case in the context of
nineteenth-century science. On the one hand, Brownian motion seemed to sup-
port atomism, which was not a unanimously accepted theory of matter. On the
other hand, the ceaseless motion described by it impugned the absolute validity
of the second law of thermodynamics – the principle of irreversibility of thermo-
dynamic processes – and would eventually lead Einstein to demonstrate that
the law itself should be interpreted in statistical terms. In the latter half of the
nineteenth century, the kinetic theory of heat, which confirms fluctuations at a
molecular level, was often considered a possible explanation for Brownian mo-
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tion although it diverged from phenomenological thermodynamics concentrat-
ing on describing directly observable phenomena.

That was also the starting point of Einstein’s work. Although previous expla-
nations were merely qualitative in nature, Einstein provided an experimentally
verifiable mathematical theory. He altered the object of observation and thus
rearticulated how to identify irregular movement or the particles’ “random
walk.” Instead of concentrating on the actual trajectory that a particle traverses
during a given time interval, Einstein estimated the displacement a particle or a
group of particles effectuated. This displacement cannot be determined within
the absolute laws of motion; it is not a linear function of the interval of time. In
this way, according to Roberto Maiocchi, with Einstein’s approach “it is no long-
er a matter of trying to measure the velocity of Brownian movements (obtained
by dividing the length actually traversed during the observation time by the
time itself), but of a different quantity.” Stochastic molecular movement be-
comes determinable statistically and describable via probability distributions:
the displacement is measurable as the intervening distance between the points
of departure and arrival of a particle, and the new quantity to be observed is not
velocity but the mean square displacement (proportional to the square root of
the time necessary to traverse the distance).

Einstein’s theory soon became an object of experimental tests and/or verifica-
tion, especially via the ultra-microscopy methods that developed in  as well
as chronophotographic and cinematographic recordings. As for its visualiza-
tion, it is crucial that we do not see the motion of the particle; the actual path
itself is not observable in all of its complexity. Not surprisingly, early attempts
by scientists to produce an empirical proof of Einstein’s theory were marked by
a confusion in identifying the novel quantity that no experimenter had ever
dealt with before – a confusion that, as Scott Curtis suggests, also reflects the
perceptual and conceptual potentialities embodied in the “cinematographical
mechanism.”

A case in point is provided by the German physicist Max Seddig who, in
-, arranged a series of experiments to verify Einstein’s equation, which
he later revised in . Apparently, the - experiments that attempted
to trace the particles via ultramicroscopic photography already seemed to con-
firm and correctly interpret Einstein’s theory. However, as Maiocchi points out,
it was not that simple. Despite the appearances, Seddig had been conceptually
misled, as he attempted to identify the particle’s movement according to its sup-
posed visible trajectory. Maiocchi notes that Seddig understood Einstein’s for-
mula in terms of “the mean value of the lengths of the paths actually followed by
the particles, not of the segments which connect the departure and arrival
points...” This became more evident in the  experiment when Seddig
clearly stated that in order to confirm the formula one needed to measure the
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actual paths of the particles that appeared under the microscope as luminous
self-moving points and trace the black trajectories on a photographic plate.

However, the case became even more complicated when Seddig tried to revise
his method after realizing how the measurements became distorted in the ex-
cessive heat emitted by the lighting. He substituted an intermittent light source
for the continuous one and adjusted the automatic shutter controller of a film
camera to operate according to this time interval. This allowed each particle to
leave traces on the film, which corresponded to the flashes of light, so that what
is registered is not the actual path of the particle (the path itself left no trace on
the film) but its positions at the times of the flashes. Thus, the only aspect that
could be measured was the length of the segment of the straight line that con-
nected the departure and arrival points. This length, Maiocchi points out, is “the
correct empirical translation of Einstein’s... notion of ‘displacement’.” In other
words, Seddig unconsciously stumbled upon the solution that provided an ac-
curate interpretation of Einstein’s theory. Thus, the new modes of perception
and conceptualization of the molecular movements of matter postulated by the
theory became transposed by the cinematograph.

In Seddig’s later experiment the technological configuration of the cinemato-
graph appears as conceptually congruent with Einstein’s theory. The moving
image perceptually and “noetically” merges with the theory in the sense that it
embodies a similar direction of thought and condition of visuality. This suggests
that the capacities of comprehending and conceptualizing the world manifested
both in Einstein’s equation and the moving image are, at least to some extent,
parallel. What is essential in this respect is how the interrelations between the
image, movement and visibility are altered. The configured “cinematographical
method” does not directly concentrate on a moving body changing positions
over time but, rather, on the temporally oriented interval of a particle’s only
statistically determinable displacement itself, that is, the blank space between
image-frames, which presents the absence of visible motion in space. The image
does not simulate a body’s course on its trajectory but, fundamentally, brings to
the fore “empty” blocks of possible motion and displays the particle’s displace-
ment within a given duration. Instead of registering discrete any-instants-
whatsoever of a trajectory and observing movement in terms of these intermit-
tent positions of a mobile, the moving image now harnesses the “empty” time
of (statistically determinable) variation, or a space of possible trajectories. The
interval, in other words, harnesses a space of possibilities that captures the pro-
cess of a system’s evolution.

Furthermore, the particle, unidentifiable in the various positions along a tra-
jectory, appears to be deprived of a rigid identity over time. One could say that
a thing, being related to its possible trajectories, becomes temporal and also con-
tingent by nature, since it lacks a permanent existence outside of its event, that
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is, the accidents that happen to it in molecular affections. The observations on
Brownian motion participate in a general tendency in nineteenth- and twenti-
eth-century physics in which the object loses a certain degree of “reality” in
terms of solidity and permanence assumed by substance ontology and classical
physics. We will see how this relates to the problem of the continuum and tem-
porality as it is dealt with as cinema was emerging, a problem that was ex-
pressed by mathematician Hermann Weyl in  in the following manner:

The view of a flow consisting of points and, therefore, also dissolving into points
turns out to be false. Precisely what eludes us is the nature of the continuity, the flow-
ing from point to point; in other words, the secret of how the continually enduring
present can continually slip away into the receding past.

At this stage, however, let us note that it is this kind of temporal or processual
nature of a thing that also influenced Bergson’s philosophy. In Matter and Mem-
ory Bergson credited developments in nineteenth-century physics – especially
those of Joseph John Thomson and Michael Faraday – for attempting to con-
nect matter and energy. This is how developments in nineteenth-century phy-
sics, Bergson maintained, avoided endorsing localizable, permanent and self-
identical elements as constituents of reality and posited the primacy of move-
ments and lines of force that emphasized “universal continuity.” These devel-
opments already pointed to the notion of approaching matter in terms of mod-
ifications, perturbations, and changes of tension or energy, and most
fundamentally, identifying matter with movement and duration. A substantial
point for Bergson was that real movement is by nature indivisible, meaning that
it cannot be divided without its changing in kind. Therefore, it also cannot be
the object of mere quantification. This means that movement is only conceivable
as always already passing, in formation, in progress. It is intensive and qualita-
tive. Unlike classical physics and philosophy, which define movement in terms
of displacement, or the change of position of a material body, Bergson ap-
proached movement without referring to a moving body or to a supposed “con-
tainer” (space). Movement, Bergson stressed, should not be conceived as the
movement of something but in its own terms and identified with change as
such, that is, transfer and progress rather than the bare repetition of states of
affairs:

There are changes, but there are underneath the change no things which change:
change has no need of a support. There are movements, but there is no inert or invari-
able object, which moves: movement does not imply a mobile.

For Bergson, the space traversed is a matter of extension and may be deter-
mined quantitatively but movement itself is only conceivable in duration as in-
tensive and indivisible. It is to this indivisibility that the blank interval in Sed-
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dig’s experiment can be seen as pointing toward. Bergson accordingly argued
that in thinking of duration and movement one should not be concerned with
the ends of the intervals but with the intervals themselves. As Bergson observed
one should escape from “fixing the moving images” and instead, simply en-
dorse them as such. The philosopher pursued a mode of visually oriented per-
ception and thought, which, like the one inherent in Seddig’s experiment, con-
firms molecular affections of matter essentially intertwined with “jerky”
rhythms and passages of time. This suggests first of all that perception merges
with matter itself, a pure perception of matter that, in the beginning of Matter
and Memory, is accurately called a constellation of moving images. “Pure percep-
tion” means an immediate and instantaneous perception, not yet structured ac-
cording to the limits of practical life that is in things, one with the movement, the
molecular becomings and changes that constitute things.

Of course, from a phenomenological viewpoint, this universe of matter and
movement remains unperceived, since as pure presence it cannot be repre-
sented. It remains “unconscious.” However, in its technical flaws or blank inter-
vals, cinematic presentation becomes attached to this pure perception. It verges
on, to put it in Bergson’s words, an “unconscious material point” of which the
perception of the universe “is infinitely greater and more complete than ours,
since this point gathers and transmits the influences of all the points of the ma-
terial universe, whereas our consciousness only attains to certain parts and to
certain aspects of those parts.” What is registered in the interval in Seddig’s
experiment, but remains invisible, is a process of alteration that touches upon
the dynamic, heterogeneous and stochastic motion that underlies the world of
homogeneous, static and solid phenomena. The blank interval approximates the
indivisible process of change itself. It should be noted that in the early concep-
tualizations of film, this type of perception was theorized by Élie Faure accord-
ing to whom cinema revealed a “previously unsuspected molecular universe,
which prolongs beyond the limits of visible space the disordered waves of cine-
matographic movement.”

Both the medium of moving images and developments in the scientific per-
ception of matter during Bergson’s time thus exceed representation, or what he
called the cinematographic illusion of thought. As Gilles Deleuze argues, Berg-
son’s critique does not simply frame scientific thinking in antagonistic terms –
but by the same token, Bergson noted that, although science seemed to concen-
trate on material movements, it did not produce a philosophical or “metaphysi-
cal” conception of the world. Hence, Deleuze writes, science “demands a new
metaphysics, which now only takes into account immanent and constantly
varying durations.” Bergson’s project was focused on the construction of this
metaphysics, as he himself argued: “Granting to science the power of explain-
ing matter by the mere force of intelligence, it [metaphysics] reserves mind for
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itself. In this realm, proper to itself, it seeks to develop new functions of
thought.” One of the major epistemological issues that arises here is how phi-
losophical thinking will bridge the gap between mind and matter that results
from the act of representation. Crucially, as we shall see, Bergson’s attempt to
overcome this duality by creating “new functions of thought” also involved a
specific notion of the image, one that is intimately linked to the visuality pro-
duced by cinema circa .

Memory and Mirror

Bergson’s philosophical vocabulary is very visual, abounding in variations of
the word “image,” and it seems that the specific wordings Bergson used were a
sign of deeper transformations in the patterns of visuality and temporality at
the turn of the twentieth century. In a close reading of Bergson’s texts we can,
besides the notion of cinematographical mechanism, also distinguish at least
three general senses of the image that structure his thought. First, the image
signals pure presence, as well as pure perception, and encompasses the swarm-
ing of matter in a random manner, the immediate material actions and reactions
mentioned above. This image works under the perceptual thresholds of the phe-
nomenological observer. Secondly, the image signals the representation of the
world produced by the phenomenological subject in light of their actions and
practical interests. Finally, what arises from the latter is a notion of the virtual
image, which is not limited to representation but embodies durations that are
superior and inferior to ours. In what follows here, we shall focus closely on the
second and third senses in order to unravel how the cinema becomes encoun-
tered in certain key ontological and epistemological aspects of Bergson’s philo-
sophy.

Bergson called representation an image perceived by subjects conscious of
their surroundings and themselves. Its formation basically allows a thing to be
seen by an observer and it is based on a type of framing: through the selection
and discernment of material images, an object is isolated as a figure against a
background, whereby the complexity of the world is also diminished according
to our practical, and primarily physiological, needs. Furthermore, representa-
tion signals the attentive recognition of a subject that not only reacts to impres-
sions but is capable of reflecting upon them and thus paying attention to the
world, interpreting it as well as recognizing it intellectually.

According to Bergson, the formation of representations embodies a particular
interplay between perception and memory. In explicating the work of attentive
recognition Bergson wrote about a circuit between these two realms that forms
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“a closed circle, in which the perception-image, going toward the mind, and the
memory-image, launched into space, careen the one behind the other.” It is in
the intense interplay between actual perceptions and virtual memories that the
fleeting object becomes framed as relatively permanent and stable. Representa-
tion is thus an energetic process that involves the past as much as the present.
Furthermore, Bergson noted that, in addition to the object, we also reconstitute
several connections or conditions with which the object forms a system in the
process of representation. That is to say, the object is not simply apperceived
individually but also conditioned by a system within which it becomes situated.
Representation operates “the projection, outside ourselves, of an actively cre-
ated image, identical with, or similar to, the object on which it comes to mold
itself.” This projection draws a system of connections that are “virtually given
with the object itself” from within the deeper layers of memory and thus pro-
duces a more refined and rich image of the object. Thus attentive perception or
recognition is a two-fold process that is directed at the expansion of memory as
well as more and more “intimate layers of reality.”
The mechanism of representation nevertheless tends toward action and is

characterized by the sensorimotor scheme. Selected layers of the past, certain
memory-images, are evoked in perception in order to better understand the pre-
sent and anticipate the future. However, on the other hand, in Bergson’s writ-
ings, the circuit between perception and memory simultaneously points to a
third sense of the image, that is, the virtual image. This notion comes up in his
 essay “Memory of the Present and False Recognition” in which Bergson
writes about the existence of two images pertaining to perception and mem-
ory. He characterizes the memory-image as a reproduction or a double of a
present perception that is created in mental operations. The main problem the
essay brings up regarding temporality, the image and virtuality concerns the
nature of this reproduction or doubling: is memory constituted only “after the
fact” as a faint reflection, re-presentation, of the perceived present moment?
Bergson answers in the negative and proceeds to argue that the formation of a
memory is never after but always contemporaneous with perception. A mem-
ory-image is created simultaneously alongside a perception-image, “as the
shadow falls beside the body.” In other words, a very substantial notion of
the image as non-representational memory and past appears alongside the con-
cept of perception-image.

Here we encounter a fundamental ambiguity in Bergson’s conceptual frame-
work regarding memory and the image, or the image as past. For Bergson, the
notion of the virtual image focuses on the problem of giving expression to the
virtual folds of time that exceed the phenomenological realm. To this end, Berg-
son in his approach to the nature of memory and past also contended that “the
recollection of an image is not an image.” Memory, in other words, cannot be
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enclosed in a representation; it is non-representational. Bergson maintained that
memory could only be described metaphorically, and proceeded to argue that it
was “to the perception what the image reflected in the mirror is to the object in
front of it.” The object is actual, it affects us and it is also shaped by our possible
actions upon it. But the image in the mirror is virtual; it is a virtual image. In
this way:

Every moment of our life presents two aspects, it is actual and virtual, perception on
the one side and memory on the other. Each moment of life is split up as and when it
is posited. Or rather, it consists in this very splitting, for the present moment, always
going forward, fleeting limit between the immediate past which is now no more and
the immediate future which is not yet, would be a mere abstraction were it not the
moving mirror which continually reflects perception as a memory.

We shall come back to the notion of splitting time, but let us first focus on the
nature of the virtual double or “reproduction” in the mirror that is articulated in
this passage: is it just an ineffective copy or something endowed with a certain
spontaneity or potentiality itself? Bergson, in this regard, remained rather am-
bivalent. On the one hand, the virtual image is “incapable of doing what the
object does,” presenting a possible object deprived of reality. On the other
hand, Bergson confirms that it has the capacity to suggest, like hallucinations or
Doppelgängers in which the sensorimotor scheme, the mechanism of representa-
tion, at least momentarily breaks down and new ways of sensation and thought
are introduced to the mind.

“Suggestion” here does not imply a copy of the world or a representation of
the past. Instead, the virtual image suggests the development of a differential
rhythm of duration from the depths of memory – a rhythm which expresses,
not the correspondence between a perception-image and a memory-image, but
their internal difference, or the difference of time in its splitting into the present
and the past. Indeed, for Bergson, (non-representational) memory is not com-
prised of atomistic or separable moments but of planes which instantiate singu-
lar rhythms of duration. They are, as Keith Ansell Pearson points out, continua
“made up of unique accents, potentials, and critical moments.”

Thus, we see how the virtual image is related to a fundamental aspect of
Bergson’s thinking concerning the nature of time. For Bergson, time is not some-
thing to be conceived as the succession of atomistic moments but rather some-
thing in terms of continuity and coexistence. According to him, time consists of
two heterogeneous “jets” or directions: the present which passes and the past
which is preserved. The present is “two-fold at every moment.” Time splits and
doubles “into two jets exactly symmetrical, one of which falls back towards the
past whilst the other springs forward towards the future.” In other words,
memory doubles present perception at each and every moment. This double
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(the past) is qualitatively different from the present, and hence, it, as Bergson
noted, “survives” and forms an infinite constellation of memory-planes, a total-
ity of a “pure memory.” In Matter and Memory, this constellation is presented in
the famous diagram of the inverted cone with different sections or levels of the
past simultaneously with the present, one that Bergson characterized as “the
whole of memory... that passes over into each of these circuits, since memory is
always present.” The past, as Deleuze observed, “preserves itself in itself
(while the present passes),” and thus coexists not only with the present but,
more profoundly, with itself in the state of dynamic virtuality or virtual multi-
plicity. Deleuze explains that

in the past itself there appear all kinds of levels of profundity, marking all the possible
intervals in this coexistence... Each of these sections is itself virtual, belonging to the
being in itself of the past. Each of these sections or each of these levels includes not
particular elements of the past but always the totality of the past.

It is this entire entity of a pure past or pure memory that the notion of virtual
image in Bergson’s vocabulary points to. The virtual image is an image that
holds the planes of past not actualized in representation. It, in other words,
holds the coexistence of the past with itself in the mirror or as a shadow that
haunts every present perception.

In Bergson’s philosophy, then, the virtual image encompasses in its ontologi-
cal sense the planes of pure past but also, in its epistemological sense, how these
may emerge as the matter of thought, pointing thus to the process of compre-
hending and giving expression to the world’s temporal texture beyond the lim-
its of representation. For Bergson, thinking about time means approaching it as
the difference between two modes of images: the actual and the virtual image,
the present and the non-representational past. What is the function of this dif-
ference in Bergson’s philosophy? Is the image merely, as Bergson alluded to, a
metaphorical element in his thoughts? Moreover, how does the virtual image
relate to the moving image? To answer the latter question, in Bergson’s termi-
nology, the virtual image is a “mobile mirror” which incessantly “reflects” per-
ception in memory. The virtual image is, in other words, a virtual moving im-
age. It also seems that this kind of an image functions not merely as a metaphor
in the philosopher’s system but, rather, it signals a certain kind of direction of
thought and the quality of the operations of thought – suggesting that the image
plays a vehement cognitive role in Bergson’s thinking.
This becomes clearer as soon as we notice how Bergson’s discussion on time

and virtuality shares the same problematics that were developed in the pre-
vious chapters with regard to Sigmund Freud and Friedrich Nietzsche: the re-
petition of time which the moving image transposes in its aesthetics, as we have
seen with the various examples from Léonce Perret’s Le mystère des roches de
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Kador and Stellan Rye’s The Student of Prague to Joris Ivens’s The Bridge.
We have witnessed the moving image emerging as an aesthetic and noetic
rhythm that comprehends the past as a dynamics of differential potential. In
this respect, Bergson’s notion of the virtual image specifically recapitulates the
problem of the differential image that appears in Nietzsche in the sense that
both notions embody the forces, becomings and tendencies internal to the con-
stitution of “things.” For Bergson, things and beings should be approached as
constellations of temporally qualified potentialities. Following Deleuze, in Berg-
son’s philosophy “the object itself merges with a pure virtual perception.” From
this perspective, it may be suggested that the moving image intimately relates
to Bergson’s thinking about memory, time and virtuality – to how memory and
time become thinkable as a virtual image. The virtual image indicates certain
tendencies or differential relations directing Bergson’s thought itself. It signals
the image that directs Bergson’s philosophy, or what he considered an “image,
close to intuition, which the philosopher may need for himself and which often
remains unexpressed.”

Continuum

Another crucial concept we should take into consideration regarding visuality,
time and virtuality in Bergson is that of duration. In Bergson’s definition, dura-
tion consists of the splitting of time as explained above. It is not simply charac-
terized by succession but, more profoundly, by coexistence. Furthermore, dura-
tion is essentially what determines things. That is, the philosopher sees the
nature of things as durational, which also amounts to the fact that things start
to appear ephemeral and momentary – like the Brownian movement particle
that has lost its rigid identity over time. A central problem in this regard con-
cerns how to think about the continuity of a thing, a problem regarding the
nature of the continuum, identity and difference. It is here that the notion of a
dynamic virtual image also appears as an essential aspect of Bergson’s philoso-
phy.

Essai sur les données immédiates de la conscience () already addressed the
problem of how things become temporally constituted and how to qualify the
relations according to which “objects” are determined through the concept of
multiplicity. Here Bergson distinguished between quantitative and qualitative
multiplicities, which Deleuze later called actual and virtual multiplicities.

These resonate with what was earlier termed the actual and virtual image, or
representation and pure memory.
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Quantitative multiplicities are distinct and homogeneous. They are composed
of discrete elements that are related to each other according to specific terms,
especially juxtaposition and exteriority. They encompass “abstract unities,” spa-
tial determinations within which categories of understanding are imposed upon
the real and the world is organized so that it becomes something uniform, reg-
ular and calculable. Meanwhile, qualitative multiplicities are by nature hetero-
geneous and continuous. They cannot be divided without their changing in
kind. Their elements or components cannot be juxtaposed and made discrete
and calculable, which is why the multiplicity is non-numerical. Bergson consid-
ered it crucial that a qualitative multiplicity unfolded in duration and not in
space.

As an example of an actual multiplicity Bergson mentioned a flock of sheep,
which is a unity containing a number of parts or “points” which can be sepa-
rated from each other by positioning them in space according to measurable
intervals. The multiplicity may be represented by a symbol (e.g. “”), and
divided without it changing in nature. Bergson contended that it is basically
arithmetic that teaches us to compose a multiplicity of discrete parts. A number
is a unit (one) and simultaneously a collection of discrete units (many). As such,
it generates the “cinematographical illusion” of an object (one in many, a collec-
tion of identical parts) and simultaneously conceals the real constitution of
things. More generally, the quantitative multiplicity is a “thing” made visible in
representation and unified as an object of actual apperception, an object con-
structed especially by language and the symbolic mode of intelligence. Ac-
cording to Bergson, it is expressed in an “extended image” (image étendue).

This description points in particular to alphabetic or numeric symbols that form
a “symbolical image of real duration.”

A characteristically pressing question in Bergson’s philosophy is how the
world can be expressed and thus becomes thinkable beyond the limits of sym-
bolic reasoning. In this respect, Bergson’s treatment of the qualitative multipli-
city in Essai involves a specific notion of the moving, dynamic image. Bergson
defines the qualitative multiplicity as being temporal by nature. It is heteroge-
neous, involves a continuity in time, and it does not divide in degree but only in
nature. If an element is added to it, the whole constellation changes. The quali-
tative multiplicity entails duration as “mutual penetration, an interconnexion
and organization of elements, each one of which represents the whole, and can-
not be distinguished or isolated from it except by abstract thought.” Crucially,
Bergson described duration in terms of “images” which interpenetrate one an-
other and are continuously in progress and modulation, so that they cannot be
juxtaposed in space or reduced to an “extended image.” Instead, images be-
come not many but other. The qualitative multiplicity is virtual in contrast to
the quantitative multiplicity that is completely actual, meaning that new ele-
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ments can be added to or subtracted from the latter without causing any change
in kind. One could argue that the qualitative multiplicity is a thing conceived
via its potentialities, encompassing a viewpoint from which the reality of things
is “touched, penetrated, lived” and the qualities of matter are known “in them-
selves, from within and not from without.” Bergson argues that qualitative
multiplicity is embodied in an “image of pure duration” (image de la durée pure).
It does not find its expression in images juxtaposed in space but in the “indis-
tinct” movement of images that gives rise to a perception that Bergson charac-
terizes as the vision of “one [image] in the other, each permeating the other and
organizing themselves like the notes of a tune, so as to form what we shall call a
continuous or qualitative multiplicity with no reference to number.”

While signaling the operations of time, this characterization fundamentally
anticipates the notion of the virtual image emerging in Matter and Memory.
However, in Essai Bergson, close to Edmund Husserl, understands that duration
is an aspect of synthesizing consciousness, and he couples the virtual multipli-
city with the domain of the subject and phenomenological, even psychological,
enquiry. Yet in his later work Bergson attempts to overcome this attribution as
well as to break down the form/matter distinction structuring the account of the
relation between mind and the world. The image of pure duration is not an
image in consciousness that can be explained in phenomenological terms. In-
stead, it touches the internal constitution of things themselves, duration being
the “very substance of the world.”

Let us have a look at the genealogy of Bergson’s notion of multiplicity regard-
ing the nature of this image. The notion, as Deleuze pointed out, can be seen as
based on the mathematics of, most notably, Bernhard Riemann. In this sense,
“multiplicity” or “manifold” (Mannigfaltigkeit) designates a geometrical space
with certain characteristic properties and belongs to the differential geometry
as developed by Friedrich Gauss and Riemann during the nineteenth century.

Significantly, a new concept of space was generated within these developments.
By eliminating global embedding, e.g., Euclidean space as a fixed point of refer-
ence for geometrical objects, these objects – such as surfaces, for instance – could
be studied for their local properties, thus establishing a conception of a surface
as a space in itself. Gauss only studied two-dimensional surfaces, while Rie-
mann tackled N-dimensional surfaces, that is, abstract spaces with a variable
number of dimensions that could be defined without referring to a higher di-
mension (N+). The term manifold originally meant these multi-dimensional
spaces. Thus, the philosophical problem rooted in the notion of manifold and
also in that of multiplicity, consists of determining objects through their intrin-
sic, independent properties and in the absence of any supplementary, extrinsic
dimension or defining unity. The manifold embodies the organization imma-
nent to the multiple as such.
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Riemann distinguishes between two kinds of manifolds. Discrete manifolds
are composed of single, isolated elements. They contain the principle of their
own metrics, so the measure of one of their parts is based on the number of
elements they contain. Continuous manifolds, on the other hand, are in princi-
ple non-metric and can be defined without referring to a unifying metrical sys-
tem. They encompass continuous variation, which amounts to surfaces being
irregularly shaped so that a figure cannot be moved around without changing
its shape and other properties. Figures, in other words, cannot be apprehended
without considering their relation to the accidents that happen to them. They
become, by nature, changeable and processual, while hylomorphic assumptions
regarding matter embodying unaffected forms begin to scatter. In this way, Rie-
mann’s exploration of continuous manifolds contributes to the perception of
change itself, without having to refer to an immutable substance as the support
for change.

Bergson emphasized that one should not “solidify into discontinuous images
the fluid continuity of the real.” Crucially, modeling this continuity by investi-
gating the more-than-three-dimensional spaces also emblematized early twenti-
eth-century explorations in the visual arts and, accordingly, reconfigurations of
visuality as manifested by the experiments of the cubists and futurists. These
revolved around the apperception of figures and forms as they appeared to ex-
ceed the “natural” perception of three-dimensional space that characterizes so-
lid forms. This involved the deconstruction of their indeformability as implied
by Euclidean geometry, so that figures and forms, in one way or another, be-
came harnessed as potentially changing and in terms of movement and tempo-
rality according to higher dimensions that allow malleability and “smooth-
ness.” Albert Gleizes and Jean Metzinger stated that in cubist painting, form “is
tempered or augmented by contact with another form, it is destroyed or it flow-
ers, it is multiplied or it disappears. An ellipse may change its circumference
because it is inscribed in a polygon.” Metzinger even discussed how in
Georges Braque’s works the picture “is no longer a dead portion of space” but
“the total image radiates in time.” This suggests how the visually determin-
able synthesis or, rather, a continuum of multi-dimensional elements is attained
in time, in duration – not, however, simply in succession but within a certain
kind of simultaneity.

Now, the question concerns how simultaneity is conceived, as something spa-
tial or exclusively temporal such as in Bergson’s notion of duration or the virtual
image (qualitative multiplicity). According to Linda Dalrymple Henderson,
temporality in the early cubist movement only functioned in a supporting role,
“allowing the artist or geometer to accomplish the physical or mental move-
ment necessary to form an idea of an object’s total dimensionality,” so that si-
multaneity ultimately became spatial juxtaposition. The Italian futurist move-
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ment offered another kind of understanding in which the cubist metrical and
finite grid was transformed into the study of “force-lines” or dynamic systems
of vectors. Umberto Boccioni, explicitly following Bergson’s philosophy, intro-
duced the notion of dynamic continuity, which was not based on the succession
of discrete instants but was instead “a continuous projection of forces and forms
intuited in their infinite unfolding,” presenting a “form in motion which ap-
pears for a moment only to be lost in the infinite succession of its variety.”

Dynamic continuity is a “unique form,” which, one could say, indicates virtual
tendencies that direct the unfolding of forms in three dimensions. As Hender-
son argues, Boccioni asserted “the positive value of time and motion as the most
effective indication of a higher, dynamic reality.” In this way, Boccioni’s view
parallels Bergson’s view, especially in the sense of how it approaches things in
terms of intensities and becomings, and, as Sanford Kwinter points out, in the
attempt of giving “systematic expression to the world in the modern terms of a
continuous multiplicity.”

Bergson, in applying Riemann’s distinction between discrete and continuous
multiplicities, substantially changed its definition. Bergson believed that contin-
uous multiplicities did not belong to N-dimensional spaces but existed exclu-
sively in the domain of duration. This view coincides, at least to some extent,
with the emergence of cinema and the medium’s novel visual arrangements
that, following the early theoretical writings on film, reverse the order of space
and time so that figures begin to appear as essentially temporally constituted.
Élie Faure, who considered the moving image as something that inaugurated a
new vision of the world, or actually a new metaphysics, summed up the argu-
ment by noting that the cinema projects duration onto space. This signals a
dismissal of Cartesian space in favor of a perception of the world in terms of
dynamic continua. Most importantly, and in accord with Bergson’s view, the
disclosure of this “florid reality” reveals time as anterior to and even constitu-
tive of space. On the other hand, Jean Epstein, as Malcolm Turvey has noted,
directly incorporated a number of Bergson’s ideas into his theoretical writings
on cinema that he also put into practice in his films, emphasizing cinema’s capa-
cities to transcend the limitations of human perception in envisioning duration
and continuity. Epstein believes what is unique about cinema’s perception is
that it is not simply confined to the psychological dimension with its rules and
restraints but, instead, has a morphogenetic potential of its own. Epstein writes
that “the film stock also contains an idea of a form, an idea established indepen-
dently of my awareness, an idea without awareness, a latent, secret but marve-
lous idea.” Turvey points out that Epstein’s approach to film is based on a
certain “logic of embodiment” according to which, immaterial entities become
incarnated in the texture of the image and are thus corporeally experienceable
as well as thinkable. Cinematic perception, in Epstein’s theory, amounts to no-
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vel ways of thinking about objects, especially a new conception of the world’s
temporal texture and the nature of time as duration and flow.

Let us now investigate this notion that the moving image frames and also
reveals a specific relation to time in a different context than that of the early
French theories. In the early s, Hans Richter and Viking Eggeling began to
systematically explore the contrapuntal, dynamic arrangements of forms as well
as the growth of forms in various settings. Richter explained how his and Egge-
ling’s experiments at some point led to the problem of continuity, one that could
only be resolved by translating “dynamic tensions into kinetic movements.”
This translation was achieved by employing the cinematograph, since, as Rich-
ter wrote, “there was only one way to express dynamic energies as kinetic mo-
tion, and that way was with film.” According to him, the basis of film is a new
sensation of rhythm and, accordingly, not simply the “orchestration of form but
the orchestration of ‘time’, and time alone.” Cinema allowed Richter to distort
and dissect an object in a temporal dimension and to reconstitute it “in cinemat-
ic terms (just as the cubists dissected and rebuilt the object in pictorial terms).”

The exploration of the temporal constitution of forms is central to Richter’s
Rhythmus films. Rhythmus  () leads first of all to the deconstruction of
clear-cut distinctions between the figure and the ground as well as the creation
of a rather complex sense of depth. In the first part of the film, the deconstruc-
tion occurs by alternating with white figures (squares and rectangles perpendi-
cular to the frame) and a black background on a “flat” surface, which allows the
white figures to emerge from the background and gradually disappear or alter-
natively fill the frame as they become the background on which, in negative
footage, black figures begin to swell and shrink. Secondly, through this sudden,
pulsating swelling and shrinking of forms, Rhythmus  studies the change
within the figures themselves as well as how an action of a figure produces a
reaction and thus changes in other figures. In this manner, the film presents a
constellation of constant variation between and within forms, “a dynamic and
polar arrangement of opposing energies... one thing growing, another declin-
ing, in a creative marriage of contrast and analogy.” The film thus spawns, as
its title suggests, a certain kind of rhythmic constellation, a constellation in
which the “pure” rhythm of the evolution and change of forms is focused
upon. This rhythm is quite saccadic, and the relations of the film’s affective and
kinesthetic tonality (black/white, small/large, fast/slow, left/right, up/down) are
comprised of erratic “jumps” and variations: stop-motions, changes in speed as
well as directions of movement, and simultaneous multiple figures of different
rhythms and directions of movement, that is to say, multiple durations, which
act upon each other. Despite these variations and jumps, however, the film’s
rhythm and visual world are based on a basic principle of formation or, in Boc-
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cioni’s terms, “unique form,” which is the evolution and disappearance of black
and white squares and rectangles.

In a manner that is reminiscent of Bergson’s characterization of the image of
pure duration (in which images merge with each other like the notes of a mel-
ody), Richter states, “The single image disappeared into a flow of images which
made sense only when it successfully articulated a new element: Time.” The
film is an experiment in morphogenesis that expresses time as an essential ele-
ment of creation and differentiation, and studies figures as elements embedded
in the continuum of duration. In this sense, Rhythmus  presents a constella-
tion that perceives forms and figures as passing in the present from within their
internal constitution, according to virtual planes of the past, in other words,
qualitative multiplicities that shape the ways in which forms and figures be-
come realized. Through its rhythms, the film strives to emphasize the virtual
dimension that embodies the appearance and disappearance of figures. In other
words, it strives to approach the figures from the viewpoint of their formation,
to present them as dynamic continua, virtual multiplicities – and, paraphrasing
Bergson, to adopt the mobile continuity of things.

This perception of forms and figures as durational, as we have already noted,
characterized Bergson’s thinking which was that the non-metric, continuous or
virtual multiplicity is essentially temporal by nature. We can see how Bergson’s
thinking, in this respect, coincided with the rhythms of the moving image, as
emblematized by Rhythmus . The film embodies a mode of perception that
is isomorphic – or rather, “isomorphologic” – with the perception that guided
Bergson’s philosophy. Whereas Rhythmus  exceeds representation in its ap-
prehension of the temporal constitution of forms, Bergson’s philosophy is
framed on a perception sub specie durationis, that is, a vision of the world “as it
really is, not superficially, in the present, but in depth, with the immediate past
crowding upon it and imprinting upon it its impetus.” This is a mode of vision
that captures multiplicities of temporal forces, which give rise to the optical.
From this viewpoint, one is not limited to apprehending things according to the
dialectic of representation but more profoundly, one is able to make sense of the
virtual coexistence of diverse layers of time that is enfolded in each fleeting pre-
sent moment. From this unique perspective of the virtual image, the world is
apprehended, to quote Bergson, in terms of “a memory within change itself, a
memory that prolongs the before into the after, keeping them from being mere
snapshots and appearing and disappearing in a present ceaselessly born.”
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Intuition

It becomes evident how Bergson’s notions of the virtual image and the image of
pure duration were historically and problematically intertwined with the emer-
gence of cinema. Bergson’s thinking about the continuum of duration and the
internal constitution of things in terms of virtual multiplicities is partly directed
and qualified by the rhythms of the new medium. One could say that it is the
moving image that becomes what Bergson describes as the “receding and van-
ishing image, which haunts, unperceived perhaps, the mind of the philosopher,
which follows him like his shadow through the ins and outs of this thought.”

Bergson’s metaphysics, in this respect, even seem to be based on the kind of a
dynamic image that relies on cinema’s powers to articulate things in time.

Another term for the noetic apprehension of the world’s temporal fabric is
intuition, which Bergson contrasted with the linguistic and symbolic mode of
intelligence. According to him, it is intuition that allows the world to get di-
rectly considered from within a temporal viewpoint. Intuition is a mode of
knowledge, which does not fall into a perspective based on representation but
relates to things and beings according to their virtual images. In intuition, Berg-
son writes, “movement will not be grasped from without and, as it were, from
where I am, but from within, inside it, in what it is in itself.” As such, the
philosopher warns us not to confuse intuition with instinct or emotion. Intuition
is a mode of attentiveness, an indivisible (simple) mental act of the apprehen-
sion of duration – “the sympathy by which one is transported into the interior of
an object in order to coincide with what there is unique and consequently inex-
pressible in it.” Intuition, one could say, involves a certain kind of affect (sym-
pathy) that coincides with the affective tonalities proper to things and beings
themselves and thus opens thought to their interior durations.

Bergson considered intuition to be thinking in terms of duration. It attains
pure variation and change by putting thought into contact with multiplicities of
complementary durations (inferior and superior to ours) that are apprehended
in mental acts corresponding to “all degrees of being.” What is interesting
here is how Bergson associated intuition as a specific type of mental act with
images that dynamically interact with each other:

The image has at least the advantage of keeping us in the concrete. No image will
replace the intuition of duration, but many different images, taken from quite differ-
ent orders of things, will be able, through the convergence of their action, to direct the
consciousness to the precise point where there is a certain intuition to seize on.
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Here Bergson gives the moving image a lot of epistemological weight, as it is
articulated as being capable of directing consciousness outside of itself and in-
side the world.

Can we then talk about intuition and sympathy (in the above-mentioned
sense) in the context of cinema? The early film theorist, Émile Vuillermoz, came
close to describing such a mental act in film. The cinema, Vuillemoz writes

can, in its own way, make inanimate objects speak and give laughter and tears to
things. It knows, equally, how to draw an affecting harmony from a human face,
effects of an extremely subtle power and charm. It lays out the whole gamut of ex-
pressions of trees, clouds, mountains, and seas. No element of beauty or passion is
shielded from its penetrating glance. It can suggest, evoke, cast a spell; it can effect
audacious associations of ideas through the rapprochement of images. It can mix up
visual counterpoints with an irresistible force, impose harsh dissonances, or hold ma-
jor chords.

Vuillermoz’s description is laden with metaphors, but still manages to summa-
rize something critical about the “glance” or the visual constellations that cin-
ema draws from the world, which allows things and beings to be expressive in a
particular way, developing from affective tonalities to noetic connections. This
comes close to the dimension of experience that Daniel Stern described in terms
of vitality affects (see chapter ). But, for Vuillermoz, the affective charges that
cinema enacts do not only concern interpersonal relations but also include the
world of objects, rendering their surfaces and movements as sensible and giving
them quality. In Vuillermoz’s treatment, cinematic perception starts to achieve a
certain ontological weight, one that is due especially to the medium’s capacity
to gather disparate perceptions and moments into specific qualitative constella-
tions. Vuillermoz claims that, via the temporal textures it weaves, cinema con-
stitutes an intensive “super-reality.” This is not the world as we remembered or
anticipated it but rather a world that we see anew. The movement of images,
one could say, develops into an act of sympathy, an affective investment that
exposes reality in the process of the world’s becoming qualitative in one way or
another.

To turn to our filmic example again, Richter’s Rhythmus  also embodies a
similar kind of noetic act in its rhythmic compositions that puts us into contact
with the continuity of durations from which various forms emerge. By animat-
ing figures and placing them in situations of dynamic interaction, variation and
transformation, the film explores affective tonalities and rhythms of being,
opening consciousness up to the interior of these forms in the sense that our
thinking might coincide with something that is unique to them. Instead of pro-
ducing abstractions, the film brings us back to the concrete and through its af-
fective rhythms transports us from extensity to the intensive realm of duration.
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One thing to note about Rhythmus  is that it lacks explicit cuts that would
break up the flow of these rhythms, in other words, editing in the sense of ar-
ticulating time into a particular order. Doane pointed out that film editing de-
veloped into a technique to orchestrate cinema’s inscription of time in the early
s, and to invent a coherent relationship to filmic time and space, converging
thus with the establishment of psychological and social orders in modernity
based on mobility, flux and exchange. In her discussion of the three systems
of logic that governed early film editing – repetition, chase, and suspense –
Doane considers the cut to be a technique that regulates the over-presence of
time and, consequently, the materiality and contingency inherent in the moving
image, in terms of manipulating, narrativizing and ultimately commodifying
temporality. In this respect, to follow Bergson’s vocabulary, one could say that
editing was a technique used to encapsulate material variation and movement
into a representation and draw a symbolic image of duration. Sean Cubitt fol-
lows a similar line, when he claims that “the cut defines the term and the terms
of objection, transforming raw perception into an object of consciousness, estab-
lishing the object as a perception of which an ‘I’ is conscious.” The cut estab-
lishes recognition, turning the sensation of an event into an ordered appercep-
tion. Cubitt contrasts this with an element of filmic expression he calls “the
vector,” one that does not organize sensation into representation but aligns it
with the uncertain steps of other modes of thinking.

Cubitt’s prime example of this kind of “vector cinema” is Émile Cohl’s line
animation Fantasmagorie () in which the puppet, Pierrot, and his environ-
ment continuously undergo transformations. Cohl was one of the first to experi-
ment with animated film, and his “Fantoche” films are a truly unique represen-
tative of the early stages of this technique, emphasizing the free play of
cinematic transfiguration beyond habitual ways of regimenting time and
space. In Fantasmagorie, Euclidean space gives way to a flat space without
depth where forms are caught in continuous modulation as the effects of a mov-
ing line or diagram. For example, the puppet gets stuck in a bottle, which turns
into a flower that, while it is blossoming, releases the puppet from its heart; the
flower transforms into the nose of an elephant, which again turns into the out-
side wall of a building, and so on. The written description of the film does
sound rather absurd, since the transformations do not seem to follow any parti-
cular logic other than that of the movement and flow of the line itself. The focus
here is on the process of becoming instead of the metamorphoses between two
or more ready-made forms, the moments of transformation between recogniz-
able shapes. Cubitt notes that it is the activity of the line that counts rather than
the end points, an activity that plays on indeterminacy: “[T]he vector provides
the transformative principle in the frame itself, so every moment of every frame
is the result of a unique transformation that might have come out differently.”
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As a dynamic surface of continuous transformation, the image becomes a play
of pure kinesthetic forces and becomings with contingent effects. Unlike the cut
that establishes finality and definition in terms of recognition (what has be-
come), the vector image instead emphasizes process and temporal openness.
For Cubitt, it is comprised of beginnings, not endings.

In contrast to early cinema’s ways of organizing time through editing, Fan-
tasmagorie gives rise to a perception that emphasizes uncertainty and is
neither unconscious like in a dream nor conscious in the sense of something
having representations. We witness the line’s becoming, momentarily enjoying
the possibility of recognition until the figure changes again. Like intuition, the
vector verges on the ambiguity of naming. The flow of images requires no inter-
pretation. Instead, as Cubitt argues, the “animated vector depends on our syn-
thetic participation in its becoming, on the viewer’s temporality (and on the ap-
paratus’s).” Cubitt draws on semiotics to describe the film as an expression of
signifiers that stimulate communication and intersubjectivity. The surfaces of
transformation that the activity of the line effects can, however, also be seen as
influencing ontological perception beyond the logic of the sign, which implies a
gap between appearance and essence, mind and matter. Instead, the animated
vector can be considered in terms of a virtual multiplicity, as a continuous varia-
tion that becomes actualized in a myriad of fleeting forms. By emphasizing in-
tervals of movement instead of endpoints, change rather than stable forms, Fan-
tasmagorie focuses our attention on the line as an indivisible and unique
tendency of becoming that generates processual variations on the screen. In this
respect, when it comes to the film’s cognitive dimensions, Fantasmagorie gen-
erates a sympathetic participation in the constant becomings, kinesthetic forces
and affective dynamics that make up the film’s world. Instead of interpretation
or recognition, the moving image here draws on sympathy as an indivisible
mental act of comprehending duration and, consequently, of grasping the film’s
world – and, in addition, the world that the film’s world implies – as open and
undecidable. The vector can be understood as a virtual image, that is, an image
that belongs to both thought and reality as the ontological sense that determines
both. More precisely, the vector can be understood as a virtual image by which
the world is viewed as contingent, indefinite and continuous. This suggests a
particular mode of immanence and an embeddedness of thought in reality be-
cause, in contrast to transcendence that follows from finitude, immanence, just
like the animated vector that always begins anew, signals infinitude.

The activity of the line is beyond representation in the sense of a presentation
of the same reality again. The world is not given but is being made. From yet
another viewpoint, Fantasmagorie confirms the notion that repetition creates
difference in cinema. The activity of the line simultaneously amounts to the in-
divisible mental act that Bergson calls intuition. It is in this way that the moving
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image yields thinking – by animating the world and bringing us back to the
concrete, the unique and the undecidable through its vectors. When it comes to
the epistemological problematic involved in this argument, it is less important
to ask whether cinema is more or less than reality than to acknowledge that it is
one kind of perspective among several others, but one that is specific in its ex-
pressiveness of and relatedness to the world. It can thus be argued that the cin-
ema is capable of embodying a particular mode of the world’s emergence in
thought, bearing in mind that thinking, as Bergson reminds us, is about relating
to the world in the sense of giving it due expression. In this respect, while the
act of representation concerns the separation between the body/mind and the
world that is necessary for our practical and finite lives, the act of intuition in-
stead embodies the immanence of thought and diverse durations of being. In
other words, whereas in the act of representation, the sensorimotor schema ac-
tualizes a given plane of memory in view of successful action, in the act of intui-
tion, thought is haunted by other virtual planes and by rhythms of duration we
have never confronted in experience. These planes encompass durations that
have never been presented to us. They are lives we have not lived, perceptions
we have not perceived. Potentially, at least, the moving image is the incorpora-
tion of these other pasts. This is based on sympathetic noetic movement that
marks a transition from extensity to memory, which, we need to emphasize, is
not a question of psychological recollection but of ontological memory and the
continuity of durations that the cinema can transpose within its aesthetics. Cin-
ema, then, is the world viewed anew.
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Conclusion

In part B “Une histoire seule” of Histoire(s) du cinema (-), Jean-Luc
Godard shows for a few seconds a still image from D.W. Griffith’s Way Down

East in which Lillian Gish is lying exhausted and half-conscious on an ice floe
in a river. In Godard’s hands, this affectively charged image becomes a fragment
removed from the representational and emotional logic of Griffith’s film, and
becomes associated with other visual and auditory elements drawn from cin-
ema and surrounding cultural and artistic contexts. We hear the audio record-
ing of Sigmund Freud’s interview on the BBC in  interwoven with Godard’s
voice-over inquiring: “But what is the difference between Lillian Gish on her ice
floe and Augustine at Salpêtrière?” Simultaneously, the still from Way Down

East alternates with a detail from André Brouillet’s painting “Un leçon clinique
à la Salpêtrière” () that shows Jean-Martin Charcot lecturing and Marie
Wittman, one of Charcot’s famous hysterical patients, semiconscious and sup-
ported by an assistant (Joseph Babinski). This is followed by a cut to a detail
from the photograph of Augustine, another famous patient of Charcot’s, on a
bed with her tongue hanging out. These images are underscored with the text:
“avez vous rien vu de tel, miss Lillian? / jamais mister Griffith / jamais mister Griffith”
(“Have you ever seen anything like this, Miss Lillian?” / “Never, Mister Grif-
fith”).

With polyphonic constellations consisting of the image, written and spoken
word as well as sounds and music, Histoire(s) presents the moving image as
an event that implies in its very constitution not only the filmic reality it belongs
to but also larger configurations of aesthetic, social, technological and political
forces. In a few seconds a frozen fragment from Way Down East is made to
illustrate the perception of the body and the unconscious emblematic of what
has become of our understanding of ourselves in cinematic modernity. His-

toire(s) conceives of the moving image as something charged with a great deal
of epistemological and ontological weight, a concept that has also been the
guiding inspiration of this book. This entails a relational take on images as plot-
ting movements, connections, affects and thoughts. Jacques Rancière points out
that in Histoire(s)

images become event-worlds that coexist with the infinity of other event-worlds that
belong not only to all other films but also to all other forms of illustrations of the
century; they become susceptible to striking an infinite number of relationships
amongst themselves as well as with all the events of the century.



For Godard, the history of cinema is not simply about the stories cinema has
told but also about the world(s) it has implied, and his project can be seen as
being focused on dedifferentiation of those differentiations, the modes of indivi-
duation, that the cinema has produced since its earliest days. In Histoire(s),
images and sounds become more than just fragments but kinds of diagrams of
the fabric that the video work weaves through the montage of the twentieth
century and the forms of perception, emotions, conceptualizations and histori-
cal events the moving image involved and influenced. Godard understands cin-
ema as something that began as a dream, however, not in the sense of produ-
cing untruthful distortions but in the sense of an immanent manifestation of the
forces, imaginations and motivations that drive our actions and thoughts. In his
melancholic vision, however, this dream turned into a nightmare in the form of
two world wars that shaped the entire twentieth century. There may be many
reasons for this, according to Godard (and his commentators), one of those
being, as Rancière notes, the fact that cinema quickly became a great desiring-
machine, an industry of sex and death in the style of Hollywood, which sold the
world as a fantasy that is comprised of two principal elements, women and
guns.

Retrospectively speaking, one might then speculate that in the moving image,
the death drive, the destructive force of repetition, is always lurking around in
one way or another. This is not opposed to what has become of “life” in our
biopolitical societies in which the cinema, as we have argued, is one of the major
technologies of power that conflate the intimate fact of living with the political
realm. Following Roberto Esposito, the biopolitical securing and “immuniza-
tion” of the continuity of life often takes place via the production of death,
through the destruction of that which is considered threatening and contagious
with respect to the living being’s integrity and individuality. This already fol-
lows from Xavier Bichat’s definition of life as “the sum of functions by which
death is resisted,” which considers death as the negative but simultaneously
necessary implication of the living, as its fundamental “other.” We have seen
that cinema emerged as a technological automation of this elementary principle
of reaction – thus also implying a space of death in its very mechanics. The
technological medium takes hold of the “lost time” in its rhythms between ac-
tion and reaction, that is, the time it takes for the living being to process incom-
ing stimuli and produce a proper response. Based on this elementary modula-
tion, the medium individuates sensorimotor circuits in which the visual field
corresponds with particular affects and actions, ones that have subsequently
become common capital in the worlds we pay for in the movies.

Chapters - traced how the moving image developed in terms of the “care”
of affective life and unconscious automatisms in the biopolitical context, mesh-
ing the living with the mechanical to make it calculable and reproducible. We
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have analyzed this development as a three-fold process: () the establishment of
a proper plane of reference with automatic self-recording machines in experi-
mental physiological and psychological laboratories (knowledge, chapter ); ()
the configuration of a novel form of life, experimental life, within this referential
framework (power, chapter ); () the emergence of a technological media en-
vironment or Umwelt in which this form of life is maintained as well as specific
types of living beings individuated (sensation, chapter ). Generally speaking,
cinema is considered a technology of individuation that captures the living and
its psychogenesis, a technology that encompasses fragmentary and pre-indivi-
dual perceptions and affections, which gradually achieve form and meaning to
become differentiated, and also immunized as functional sensorimotor wholes.
In other words, the cinema begins as a nervous gesture, as an energetic and
affective charge, that develops into various kinds of corporeal arrangements
that are subject to annexation, control and preservation. In this sense, there is
indeed no difference between Lillian Gish on the ice floe and Augustine at the
Salpêtrière because the corporeal crisis expressed by the hysterical body, which
is emblematic of biopolitical modulations of the living, is reconciled in cinemat-
ic worlds that establish new forms of psychophysiological consistency and
agency, as Griffith’s Way Down East exemplifies.

It is the concept of Umwelt that is especially linked to the problematic of cin-
ema as the industry of sex and death that Godard’s Histoire(s) du cinéma out-
lines. Umwelt encompasses a repetition that creates a finitude, which leads to
the enclosure of the living in a protective and insulated sphere of sensations.
Jakob von Uexküll described Umwelt as an “island of the senses,” something
similar to armor: “Around us is a protective wall of senses that gets denser and
denser. Outward from the body, the senses of touch, smell, hearing and sight
enfold man like four envelopes of an increasingly sheer garment.” What Uex-
küll’s description implies is an individual – or a community of individuals – that
is constituted as it protects itself, becoming in this process immune to outside
influences. Ernst Jünger observed a similar kind of immunization emerging
during World War I and the first examples of mechanized warfare in which a
mode of technologized and forcefully cinematic sensibility and perception be-
came the norm. Jünger postulates that in the objectified sphere of modern tech-
nological media, the senses become paralyzed and the old feeling of self and
memories disappear, giving way to a disciplined and uniformed body that is
insensitive to injury and pain. From this perspective, the cinema indeed imple-
ments what Esposito calls “an immunitary short-circuit” that is “destined to
close the ‘political body’ on itself and within itself in opposition to its own out-
side.” The cinema is not just about the fragmentation of the sensorium but,
more crucially perhaps, about conflating being and existence in its aesthetics
and the consequent privatization of life into indivisible subjective worlds. The
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cinematic individual becomes enclosed within itself and fixed within its own
phantasms (circuits of affection-action) like those that are built upon the two
great objects of desire: sex and death. It is this enclosure of the living that we
have identified as the first principal diagram of the moving image, which ad-
dresses the medium’s socio-technological functions in biopolitical modernity.

However, from a viewpoint that is at odds with the biopolitical diagram, we
have also seen how the ramifications and mutations of cinema through its var-
ious layers pertain to realities that exceed the perception confined within indivi-
dualized interiority. The moving image implies rhythms that no longer manip-
ulate the temporal delay between action and reaction but amount to a
disclosure of the dimension of non-linear folds of time and qualitative continua.
One encounters these rhythms in the scene of the white screen in Léonce Perret’s
Le mystère des roches de Kador, for instance, in which the visual is disturbed
by virtual forces, that is, forces of the outside. The scene emblematizes how
cinematic repetition not only entails enclosure and finitude but it can also create
difference within the individual, produce differentiations by which new reali-
ties in perception emerge. The shot that frames Suzanne’s gestures and posture
as she recoils from the screen in front of her can be considered, to borrow a
concept from Stanley Cavell, a “somatogram” that traces psychic depths, espe-
cially thinking, to be the emotionally violent return of memory and the past on
the bodily surface. In this temporal opening, the film-within-film scene por-
trays cinema’s power to reveal and also cure what Cavell calls the “metaphysi-
cal restlessness of the live body,” a restlessness that manifests in Suzanne’s loss
of memory and bearings in thought.

The scene in Kador shows cinema to be an automatism that fundamentally
regenerates the potentiality of both memory and thinking. Following this cue in
mapping the event of the moving image, we have focused on several case stu-
dies that disclose how in circa  cinema became a diagram of thought in
terms of a new kind of opening and way of thinking, drawing not merely on
films but also concentrating on philosophical and theoretical discourses from
that same period of time that manifest the metaphysical restlessness concerning
both ourselves and the world around us, which cinema animates. This, too, has
been viewed as a three-fold process, corresponding to three concepts. First, the
paradox-image exhibits how the moving image becomes what is unthought in
thought and thus embodies a sphere of potential thought (chapter ). In the case
study of Sigmund Freud, the moving image appeared as the unthought proble-
matical element of Freud’s redefinition of ourselves as psychic beings and, con-
sequently, the very potentiality of his actual thoughts about the new epistemic
entity. Secondly, the differential image points to the conception of the ontologi-
cal difference between things in their appearance and the event of appearing
itself, that is to say, the difference between the actual manifestation of a thing
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and its potential manifestations (chapter ). This is already present (in terms of a
paradox) in how Freud diverges from the neurophysiological context of his
times, focusing his perceptions on psychic potential that cannot be located in
the apparent visibility of somatic expressions. However, the differential image
is especially manifested in the work of both Friedrich Nietzsche and Henri Berg-
son, as they attempted – whilst rearticulating the ontico-ontological distinction
– to avoid recurring traditional notions of the substance or the immutable being
and, instead, strived to think of the world as dynamic and temporally consti-
tuted, and conceive of things in their eventful and processual nature. It is the
moving image that “differentiates” this attempt with regard to the disclosure of
new kinds of temporalities in particular. As such, the moving image turns into
the very capacity of this ontological thought on time and movement (chapter ).
It seems that within the moving image things are not trapped and defined in
relation to an extrinsic framework (e.g., Substance or Subject). Instead, they are
comprehended in terms of their internal becoming and generation, as fleeting
figures that are always susceptible to changing but bear, nonetheless, a certain
kind of sense that is marked by the world’s innermost temporal constitution.
This is the sense, immanent to the life of things themselves that the moving im-
age may create and exhibit.

Overall, we could summarize that the moving image thus has a double com-
position. On the one hand, it projects a certain closure of action and subjective
identity on its surfaces. On the other hand, it breaks through these boundaries
and weaves a unique relationship with the ontological texture of the world. In
other words, cinematic gestures mark psychogenesis in a double sense: first,
they point to the individual as the result of techno-aesthetic modulations of af-
fective life and actions, and, secondly, they encompass modes of thought that
emerge as immanent to the world’s becoming. However, one should be careful
when considering the two diagrams mapped in this book as belonging to one
single movement that the event of the moving image initiates. Instead of being
hierarchically opposed to one another, they are in dynamic tension.

We have listed six concepts that reveal and analyze various aspects of these
diagrams. The nature of this conceptual work has been constructivist in the
sense that it creates a set of theoretically oriented perspectives rather than sim-
ply presenting a detailed portrait of the more or less narrowly limited historical
period. When it is understood as something that pertains to creative relations
and processes, the concepts expressed in this book may eventually be utilized –
although certainly not in the same exact manner as was proposed here – when
other historical periods and moving image media are the subject of further re-
search. However, when it comes to digital images that characterize contempo-
rary audiovisual cultures, it may be that they entail drastically different kinds of
ontological and epistemological arrangements than the ones that have been
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analyzed in this book, especially regarding the disclosure of change and quali-
tative durations in thought that the moving image produces. In his analysis of
the digital image, David Rodowick asserts that, “the ontology of information…
is insensitive to the qualities of things and thoughts.” Rodowick believes that
the digital image is confined to the individualized present tense of controlling
and managing information and cut off from the ontological relation with the
past that the filmic image enjoys, and consequently, from cinema’s immanence
with uncertain realities that exceed information. In this perspective, the digital
image of course develops into an Umwelt, which addresses biopolitical modula-
tions of the living, although one that does not contain the germ of metaphysical
restlessness that cinema embodies.

In any case, what the concepts developed in this book do map and disclose is
the intensive threshold between the two tendencies that mark cinematic move-
ment, one on which the fleeting contours of our being continue to be constantly
drawn, and redrawn. This book has mainly concentrated on the ontological and
epistemological issues regarding the rhythmic constellations and the images
that surround and determine us. However, we have also paid attention to the
political side in investigating how the technology of the moving image has con-
tributed to processes of individuation characteristic of biopolitical modernity.
What becomes particularly problematic from this perspective is the creation of
new, alternative political gestures and modes of thought. If we are firstly de-
fined by our potentialities to be affected and to think, in light of this book, any
attempt to reconfigure and reaffirm these potentialities should have the moving
image as its focal point. Passing from one tendency of the moving image to an-
other may indeed be situated at the heart of struggles in politics and ethics. This
involves especially the challenge of embodying gestures that are exposed to
forces of the outside, which may ultimately restore the world to us in all of its
intimacy and fullness. Following Bergson, we can understand this as an act of
sympathy, one in which consciousness emerges, not in subjective isolation from
the world, but in a fundamental openness toward the unique and the indefinite.
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Butler, Samuel n

Caillois, Roger , 
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Carroll, Noël n
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Charcot, Jean-Martin -, -, ,

-, -, , n, n,
n, n
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Crary, Jonathan , , -, , , ,

-n, n, n
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-, , , -, , ,
, , -, , n, n,
n, n, -n, n,
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n
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Hume, David 
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
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Léger, Fernand 
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Lyotard, François 

Mack,Max 
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Méliès, Georges , , -, -, -
, -, , , -, -, -,
, n, n
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Thomson, Joseph John 
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Weber, Eduard , 
Weber,Wilhelm 

Weyl, Hermann 
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Andere, Der (The Others) 

BalletMéchanique 

Big Swallow, The -, 

Brug, De (The Bridge) -, ,

, -, 

Cartes Vivantes, Les (The Living

Playing Cards) , 

Countrymanand the Cinemato-

graph, The 

DislocationMystérieuse (An Extra-

ordinary Dislocation) -

Emak-Bakia 

Fantasmagorie , -

Geheimnisse einer Seele (Secrets of

the Soul) 

Great Train Robbery, The -, 

Haverstraw Tunnel, The 

Histoire(s) duCinema -

Homme à la tête en caoutchouc, L’
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, 
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Impressioniste fin de siècle, L’ (An

Up-to-Date Conjuror) , 

Kabinett des Doktor Caligari, Das

(The Cabinet of Dr. Caligari) 
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, 
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Rhythmus  -, -

Sherlock Junior 
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

Uncle Josh at theMoving Picture
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Index of Subjects
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, -, -, , , , -, ,
-, , , , -

affect , -, , , -, , , ,
, , -, 
cinema and , , , , , -,

-, , , -, -, -,
-, , , -

vitality affect -, , 
see also body, sensation

attraction see cinema of attractions
automaton -, , , , -, ,

, 
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, -, 
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chronophotography , -, , -,
, , , -, , n

cinema of attractions , , , , -
cinematographical mechanism -,

, 
close-up , -, -, , 
consciousness , , , -, -,

-, -, , , -, , , -
, , , -, , , -
, , n

crosscutting see editing

differentiation -, , , -, ,
, , , , -, , -,
-, -, , , -
see also editing

diagram -, , , , , -
editing -, , -, -, ,

-
crosscutting , , 

energy
in cinema , , , , 
specific nerve energy -, 

event
cinema as -, , , , 
and gesture , 

experimental life see life
figural -, , n
gesture , -, , , , , 

and cinema , -, -, -,
, , , , -, -, -
, , , , , -

nervous -, -, , , , -
, , 

habit , -, -, , , -
hypnosis -, , , , -, n
hysteria -, , , , -
image

self-movement of -, -, ,
-, , n

immanence , , -
plane of -

individuation -, -, , , ,
-, , , 

intuition , -, -, n
kinesthesia see sensation
language

universal -
Bergson on , , n
Freud on -
Nietzsche on -



life , , -, , , , -, , ,
-, -, , , , , 
bare -, , , 
experimental -, -, , -,

-, , , , , -, 
see also biopower, biopolitics

memory -, , , 
Bergson on , -, , n
and cinema -, -, -,

, , 
and amnesia -
Freud on , -, -
psychodynamic theories of , -



see also time, unconscious
milieu , , -, , , -, 

see also Umwelt
modulation -, , -, -, -,

, , , , , , -, , , ,
-, , -

montage , , , , , , 
movement

in cinema , -, , , -, -,
-, -, -, , , -, -
, -, -, , , , ,
-, 

and physiology -, , -, -,


Bergson on -, -
Brownian -, 
experience of self- , , , 
Nietzsche on -, -

multiplicity , , , -, , 
MysticWriting Pad -
neuromimesis -, -, , -
organ projection -

and cinema , , , , 
paradox -, -
perception , -, -, -, , ,

-, , , -, , , -,
-, 
amodal , 
cinema and -, , -, , , ,

, , -, , , , , ,

, , -, -, -,
-

phantom ride 

potentiality , , -, -,
, -, -, -, ,


psychogenesis -, , , , , ,
, , , , 

reference , , , , , -, -


plane of -, , , , , 
repetition -, , , -, , -

, , , -, -, ,
, , , -, -

representation , -, , -, ,
, , -, -, , , -,
, , -, , -, ,
-, -, -

rhythm -, -, , , 
cinematic -, , , , -, -

, , , -, -, -,
, , , -, , -
, , -, , 

in film theory -, , 
sensation , , , , , , , -,

-, , -, -, , -, ,
-, , , , , , ,


kinesthesia , , -, , , -
, , 

plane of 

see also affect, body
signs , , -, -, , -



simulation -, , -, , , ,
, , n

shock , , , -, 
time

cinema asmodulation of -, -
, -, , , -,
-, , 

synthesis of -, -
Bergson on , -, -
Nietzsche on -
see also repetition, rhythm
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Umwelt -, , , -, ,


unconscious
and anesthesia , 
in experimental psychology -, 
psychodynamic theories of -
Freud on -

see alsomemory, time
virtuality , , , , -
vision , , , , , , , , -

, , , , , -, ,
, , 

will to power , -, , -,

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Film Culture in Transition

General Editor: Thomas Elsaesser

Thomas Elsaesser, Robert Kievit and Jan Simons (eds.)
Double Trouble: Chiem van Houweninge on Writing and Filming, 
isbn paperback     

Thomas Elsaesser, Jan Simons and Lucette Bronk (eds.)
Writing for the Medium: Television in Transition, 
isbn paperback     

Karel Dibbets and Bert Hogenkamp (eds.)
Film and the First World War, 
isbn paperback     

Warren Buckland (ed.)
The Film Spectator: From Sign to Mind, 
isbn paperback     ; isbn hardcover     

Egil Törnqvist
Between Stage and Screen: Ingmar Bergman Directs, 
isbn paperback     ; isbn hardcover     

Thomas Elsaesser (ed.)
A Second Life: German Cinema’s First Decades, 
isbn paperback     ; isbn hardcover     

Thomas Elsaesser
Fassbinder’s Germany: History Identity Subject, 
isbn paperback     ; isbn hardcover     

Thomas Elsaesser and Kay Hoffmann (eds.)
Cinema Futures: Cain, Abel or Cable? The Screen Arts in the Digital Age, 
isbn paperback     ; isbn hardcover     

Siegfried Zielinski
Audiovisions: Cinema and Television as Entr’Actes in History, 
isbn paperback     ; isbn hardcover     

Kees Bakker (ed.)
Joris Ivens and the Documentary Context, 
isbn paperback     ; isbn hardcover     



Egil Törnqvist
Ibsen, Strindberg and the Intimate Theatre: Studies in TV Presentation, 
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