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ABSTRACT

The thesis argues that the notion of film consciousnhess deepens a
wide-range of philosophical issues in ways which are only accessible
through film experience. These issues, directly related to the continental
tradition, deal with consciousness, experience, intentionality and
meaning. We look to the implications of the initial acts of film
reproduction as it creates 'images' of the world which reconceptualise
vision in terms of space, time and dimension. We move from ontology to
experience and examine an aesthetic form with radical implications for
spectator consciousness.

These issues are explored from two philosophical positions. Firstly,
phenomenology, especially Edmund Husserl and Maurice Merleau-
Ponty. Secondly, the work of Gilles Deleuze who presents the most
penetrating insights to date into film consciousness and its
repercussions for thought and aftectivity.

The focus of this study is to draw together these two philosophical
positions, showing their fundamental differences but also similarities
where they exist. This approach is rarely attempted but the belief
running through this thesis is that film is one arena which is invaluable
for making such comparisons. It is argued philosophically that film
writes large key phenomenological concepts on intentionality, time-
conscioushess and the relation of the lifeworld to the predicative. In
terms of Deleuze, film is shown as a unique artform which in allowing
us to think otherwise casts light on Deleuze's own complex system of
thought.

Chapters 1-3 are concerned with phenomenology and detail the role
of film in terms of the lifeworld, intentionality, reduction and the
transcendental in a way which has not been attempted elsewhere. The
linking chapter on time (4) is used to introduce the work of Henri
Bergson and its influence both on phenomenology's inner time-
consciousness and Deleuze's fundamental categories of film,
movement and time imagery. The final two chapters look at the way film
is reconfigured through montage and the implications of this for film's
unique expression of movement and time.

The conclusion is that film consciousness is a vital and barely
understood concept. Provocatively developed by Deleuze, in many
ways its self-contained ‘inside' rests more comfortably with
phenomenology. The Appendix, which lies outside main theoretical
discussions, shows how in practical criticism the strands of our
argument can be drawn together.



Introduction

For many years | have been tormented by the
certainty that the most extraordinary
discoveries awaits us in the sphere of

time

----- Andrey Tarkovsky, The Diaries.

il

The core notion which runs through this study is film consciousness but the
precise understanding of its significance only emerges after an analysis of
the components of film ontology and film experience. The breakdown of
these components is the 'showtime', the understanding of film in terms of
spatial appearance and temporal ordering. In a wider context, It iIs
understanding the world of fiim and the filmed world. It will become
apparent that film is an artform which has created a new reality and a
consciousness which has created a new way of thinking. This claim is made
in the context of an aesthetic experience which is as valid and as
substantial as any other mode of consciousness. The first chapters of this
study look at the aesthetic mode of consciousness grounded on primary
intentionality. This is followed by an examination of temporality and film
narrative in terms of phenomenological interpretation or hermeneutics. The
concluding section looks at the major contribution of Deleuze, under the

influence of Bergson, and the implications of this for a broadened notion of
film consciousness and thought.

The dialectic at work here demands an evolving understanding of the way
film imagery speaks, contextualised from within the frame or dialectic



'boundary' which is always, in one form or other, being surpassed. The
frame relates to the world as given, unfigured, radiating out from a
positioned zero point in terms of sensuous matter. The tension of the
dialectic process manifests as an antithesis which pressurises enframing.
Originary primal impression is tautly stretched to the limits of the frame,
contents decompose and threaten to lose meaning without necessary
structuration. Fragmentation occurs and in this disruption a negated (or
inverted) world emerges comprised of shadows and doubles. Out of the
tension and struggle to 'make'’ meaningful markers, primary
phenomenological positions are assessed and centred subjectivity modified
through temporal structuration. The synthesis of film's dialectic will be shown
as a genuine 'aufgeheben’. A synthetic return to the lifeworld of imagery but
on a higher level of consciousness. That level is only attainable through the
specification, discussion, self-knowledge and putting in relief of film imagery
which stretch the frame to breaking point and beyond. Analysis of film tends
to focus on isolated aspects of the dialectic and thereby misses the way the
essence of film, its temporality and its noetic correlates (modes of
consciousness in whatever form they take), develop and evolve from the
primordial lifeworld to the diegesis of the filmed world. By failing to examine
presuppositions, the metaphysic of film, its truth value and multi-perspectivity
are either lost or obfuscated and result in primitive, unsophisticated readings
of film which in most cases ignore film's philosophic importance.

An apt starting point for the understanding of film consciousness comes with
film's 'reality-effect’. The realist effect of film is powerful, vivid ana
encompassing. A large part of film's realism is due to its verisimilitude, the
ikeness in film to the imagery and perception we experience in everyday
life. Yet the experience of watching a film is not real life though it seems
based in real life. We do not move round the screen or choose our vantage
points. Rather film directs and places the spectator within perceptual sites of
its own making. These perceptual sites approximate real life to be
convincing but they are fabrication. Yet, in their similarity to real life
experience, they naturally encourage a comparison between the
represented world and film as re-presentational. The correlation between
the real and the reel world runs through any analysis of film ontology
because of film's unique link or bond with the real world and raw materiality.

Both in the created imagery the spectator experiences in the finished artwork
and in the mechanics behind the creation of that imagery, film has a



sensuous force comparable to that of nature. Notwithstanding this
Inexorable bond, we can still take the final fiimwork as an aesthetic
experience of a particular kind just as we do with any other artistic medium.
In this way the 'truth' of the film work lies within the presence of the work
itself, in a way which makes truthful revelation more accessible than in the
turmoil of everyday life. In fact, it is necessary that film exerts its magic so that
perception can relegate to the background that which ordinary perception
places in the foreground: "The aesthetic object carries the world which it
reveals within itself. Rather than referring to the world outside itself as things
do...the aesthetic object refers to itself alone and is for itself its own light."?
The aesthetic object never 'merely' reproduces the real, if it did it would be
redundant, the real anyway can never be reproduced, it would be a failure
as an impression or a copy. Rather, realist film expresses the real, discovers
it and gives it meaning in a way which goes beyond documentation or
reproduction. However, it behooves to clarify the notion of the 'real' in terms
of realist film and with it the difference between film as fact and film as fiction,
since it has a bearing on the 'manufacture' of final imagery and the mode of
consciousness by which it is accessed.

FIlm consciousness, like human consciousness, has both a passive and an
active condition. Passive presence in its primordiality corresponds to a
changing, passive eqo. it carries through the laws of its consciousness as
they are reflected in camera qualities, depth of field, focus and film format. It
mirrors the viewing-view of the human perspective in its camera eye. This
gives the parameters for the structure of what turns out to be reproduced,
enabling specifications for perceptual reading after editing. The
transcendental presence, that is the totality of what is produced, Is the
overall vision of automatic recording, the pictured world-view. At the same
time, filtered through the transcendental viewpoint of film, there Is an active
'I'(je) which is not a passive subjectivity but a machinic, serialised,
consciousness. In the phase of film reconfiguration, memory and virtuality
become paramount in the intentional act that comprises the film experience
when projected vision and spectator vision come together. The spectator
acts as the catalyst for the embedded virtuality of film to crystallise as
temporalised, split imagery. Film consciousness, through the show of time,
comprises the spectator taking up a subject position that is constantly
changing (fracturing) under a reading which is generated by a productive 'I'
Film's own transcendent position ensures the pure form of this constant
change in time as a resource of pure recollection. This is the return of



Bergsonian memory, where ontological unconscious and film's spiritual
automaton coincide to manifest indeterminate and non causal situations.
Here there is constant fluctuation, the brain is like a filter which lets emotions
through to thoughts and the past collective into present instances:

"If feelings are the ages of the world, thought is the non-chronological time
which corresponds to them. If feelings are sheets of past, thought, the brain,
Is the set of non-localisable relations between all these sheets, the continuity
which rolls them up and unrolls them like so many lobes, preventing them
from halting and becoming fixed in a death position."2

Phenomenological grounding

In this study, phenomenology is a key tool of analysis and it will be its
application to film rather than its standing as a wide-ranging philosophy
which concerns us. Nonetheless, it is necessary to grasp certain basic
phenomenological notions and | will deal with some of these in this
introduction. |In addition to the major thinkers who figure in the
phenomenological movement, such as Edmund Husserl and Maurice
Merleau-Ponty, other theorists will be mentioned in the course of this study
such as, Gabriel Marcel and Jean-Paul Sartre who would better be
considered existentialists and Henri Bergson and Gilles Deleuze who would
not be considered phenomenologists at all. These thinkers have relevant
concepts we can apply to film consciousness though few of them specifically
deal with film in their own work.

The intention of phenomenology is to use the scientifically based approach
to challenge a world-view itself based on science. The intent is not to discard
rational laws of nature and behaviour but rather to use rationality to
understand behaviour in a fuller, more human way. Science furthers our
knowledge of the world but at the same time 'mathematises' it from a desire
to predict and ultimately control action. This is equally apparent in Bergson's
critique of abstraction, the aversion to dividing up movement into artificial
segments as something which goes beyond the human experience of space
and time. For Husserl, the transcendent and the transcendental are mutually
dependent and the basis of activity in the lifeworld as a source of knowledge

is always primali:



"Life-world and objective-scientific world...are related to each other. The
knowledge of the objective-scientific world is 'grounded' in the self-evidence
of the life-world. The latter is pre-given to the scientific worker (and) what is
built is something new, something different. If we cease being immersed in
our scientific thinking, we become aware that we scientists are, after all,
human beings and as such are among the components of the lifeworld
which always exists for us, ever pregiven."3

Any phenomenological starting point must come with Husserl's theory of
Intentionality. Film presents object imagery in the same widely diverse way
the mind experiences objects. In real life we experience aspects of a
situation, state of affairs or objects from a particular perspective and in a
particular mode of consciousness. Film also reproduces objects from
particular perspectives and leaves the mental faculties the task of filling out
what Is lacking. The various modes of consciousness we use In our every
day life such as dreams, daydreams, recollections, wish-fulfilment, are used
constantly in film as part of its narrative armoury. At its primary level, film
mechanically carries out an enactment of what the mind carries out
intentionally. Each particular enactment is a particularised expression where
the moment of recording shows state of affairs under a particular aspect.
However, the relation of the subject to the particular state of affairs differs In
film to everyday life. Whereas in life the 'quality’ of the act Is determined by a
whole range of human emotions to do with imagining, doubting and wishing,
in film the quality of intentionality is determined by the 'as-if', a suspension of
disbelief. We accept we are watching the fiction of film's reproduction but we
lay aside that knowledge in order to experience the film as-if it were real.
Naturally, this state of mind is nuanced by whether we believe we are
watching a documentary or pure fiction film, but it will be suggested that
these generic divisions are not crucial to understanding the mechanics of
how we experience film and how consciousness and spatio-temporal
awareness in film are engendered.

For Husserl, the analysis of the way mental states are structured in relation
to the intentional object centre around the complex notion of the noema,
ideal meaning. This is clearly relevant to film since meaning is an ideal entity
not dependent on actual existence. It is also relevant because of the
importance placed on perception. Of the several interpretations of noema,
one, that of Aron Gurwitsch, focuses on the gestalt structure of perception



where the perceptual noema is directly given in sense experience and
where sensuous aspects constantly refer to others as hidden aspects.4 In
that film is both a direct, visceral experience as well as a motor to thought
thinking itself, intentionality will reflect the possibility for logical reflection. We
can experience and we can reflect on the experience and, likewise, film is a

constant show of experience as well as, through its consciousness, a
metacritique of that experience.

On one level of intentional analysis, the object which is intended coincides
with the actual object in reality. If this is not an argument for the reality of the
object, it is at least an argument for the possibility for the repeated
perspectival views of such an object, not unlike the re-running of a film. As
Husserl puts it:

"It need only be said to be acknowledged that the intentional object of a
presentation is the same as its actual object...and that it is absurd to
distinguish between them...If the intentional object exists, the intention, the
reference, does not exist alone, but the thing refers to exists also.">

It Is this phenomenological position that Alan Casebier picks up on in his film
realist account of Husserl, where film reveals concrete reality in itself, In
accord with the specific mental state which film brings about. This is a mental
state which avoids a juggling act of comparison and referentiality between
film re-presentation and the represented world, which would be to resurrect
a dualism. It also avoids, or sidesteps, the linguistic objections to
intentionality where, say, believing, hoping or fearing are objects as-
intended rather than the object as-it-is. Intentionality through the show of film
removes experience from these solely mental contents to deal with those
aspects of intentionality which are directly concerned with seeing and
perceiving. It also removes the discussion of the objective existence of
objects or their illusory status, since in film all images are seen to be real

illusory presentations.

Noema belong in an abstract way to the sphere of meaning but in order to
ground Husserl's phenomenology of perception Gurwitsch points out that
the internal organisation of that which is perceived, the perceptual gestalt,
brings about its self-presentation, or as Marion points out, its 'intuitive
sense'. There is a sensuous givenness here which Casebier emphasises in
film, one which denigrates idealistic tendencies or semiotic readings which
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detour from the sensuously given. The spectator is guided by hyletic data,
the sensa, the lines, patterns, size and shape relationships, the camera
movement, camera placement, editing forms, sound textures...experiencing
these features are hyletic data."6é These sensa are apprehended or passed
through (apperceived) to form the realisation of what is meant. There is a
directness of intuition here where the givenness of the object in its sensuous
appearance (through hyletic data) has an incarnate meaning for bodily
presence. Understanding is still in the end an intentional act but one which
IS initially dependent on a gestalt arrangement of part and whole, foreground
and background, aspect and totality.

As with a camera placed in the lifeworld, the body is a unified field of activity
which, in its primary mode, is non self-aware but from which rays of attention
are emitted. This pre-reflective awareness, basically a primordial sense of
presence, finds its film correlation in the concrete encapsulation of the
camera eye through perceptual sweep and depth-of-field. It is also a part of
the passive-active emplacement Husserl describes most fully in his later
works as part of the prepredicative, pre-intentional liteworid which is
nonetheless inexorably implicated in intentionality. In this sense, passivity of
the initial act of film reproduction, filming as automatic duplication,
corresponds to the originary involvement of phenomenological experience.
But this is passivity in a special sense. One which is not a lower form of
activity, or an inactivity, but a particular kind of activity in-itself. Passivity of
the phenomenological experience is nascent, unexpressed thought, in film it
is recording which has not yet been configured: "Passivity Is that very
experience of the birth of thought before it has been crystallised In a
word...the very potentiality of thinking"’

Passivity's openness and potentiality characterises its quality. It avoids
coming under the tutelage of conceptual completion since as passivity it Is
hardly concretised, "it is synonymous with a non-actuality that may be
actualised at any moment."8 In film this actualisation is predictably a part of
the final, configured artwork but the potential for reformulation can be seen
as a 'plasticity’ and an unlimited scope for reconfiguration, one which
"remains opposed to any fusional coincidence."® The observer status of
passivity in the film spectator is never negative but, on the contrary, denotes
a heightened state of awareness, sensitivity, and a fractured identity which
reunites at various points in the experience, "being passive means being
able to be completely open towards the other, to welcome him in full



awareness...the pre-eminent power of a non-activity which is...a real activity
engaged in observing itself at the very moment the act is being performed." 10
This passively-active state of spectatorship is crucial for understanding the
various faces of film consciousness.

Making meaning

In our concern with intentionality we are ultimately involved with ascertaining
meaning. Casebier, in an attempt to refute the nominalist position of
potential anarchy, co-opts Husserl's notion of universals and transcendence,
"In transcendence, the objects reached out to (in their existence) are
Indifferent to mental acts involved in their apprehension; accordingly, they
exist, in an important way, in-themselves."'! In my study | make a further
attempt to broaden this strategy for achieving understanding by way of
Merleau-Ponty and hermeneutics. Meaning is what opens up the
hermeneutic field. The meaning of an object distinguished from the object as
such. The perceived as such, from the thing perceived or the object as it Is
intended from the object that is intended. Husserl's comprehensive research
into intentional structure and mental operations applies equally to the film
experience in the way in which spectators react to unfolding narrative.
Levels of expectation are built up and then met or broken based on the
spectator's pre-knowledge and horizonal predelineation. It iIs here that we
move from the descriptive to the interpretive, a way of experiencing affairs

and objects within an already interpretive mode.

"The intentional object for Husserl is always something interpreted...The
whole point of his many detailed investigations into intentional life was
precisely to show that experience takes place only under a subtle structuring
and rendering on the part of consciousness which weaves the world into a
unity of meaning...sensate raw material is not perceived at all...it is a certain
component of the psychical process in which an object is apprehended."12

Intentional perception, then, i1s a meaningful way of coming to terms with
pure flux and primeval chaos. As we find with hermeneutics, the horizonal
structure, the indeterminate predelineations we bring to any experience, are
a key to understanding experiences and integrating them into inner time-
consciousness. The impasse we come up against as the limit of predication



and the structured knowledge associated with noema is eased by
Gurwitsch's notion of incarnate form and deepened by Merleau-Ponty and
Heidegger in terms of embodiment and Dasein. This, too, is incorporated
Into film ontology as we move into the nature of automated reproduction as a
being-in-the-world and the communication of the introceptively sensed body.
A noema has an unchanging and identical nucleus of meaning that can
withstand numerous perspectival variations. But because our experience is
constrained by prenoetic factors of history, body, language and tradition,
Intentionality is not simply consciousness of something but always
consciousness of something as something - so that as well as having an
identical nucleus noema is always part of a burgeoning or expanding
Interpretive act. Background perspectives provide a predelineated pattern
that sets up expectation. All intentional experience involves a projection of
meaning, future expectation and, in film, a narrative framework. On the other
side, the object is always incomplete, it can never include all horizons that
would constitute its complete sense. The interpretive process as part of
noematic sense and occurring on primitive levels of perception and higher
levels of acts of judgment remains open ended and in process as a constant
search for meaning.

As Ricoeur points out, if the lifeworld is to be a phenomenological reference
point, the immediacy and affectivity of everyday life must “be construed as
designhating the reservoir of meaning, the surplus of sense Iin living
experience, which renders the objectifying and explanatory attitude
possible.”13 By strictly adhering to its presuppositionless stance and the
search for essence, it could be said that phenomenology reaches its limit in
a negative way, by not dealing with the ontological condition of
understanding. In this respect, phenomenological hermeneutics completes
the task by looking to understanding in terms of primordial belonging In the
world, “the first declaration of hermeneutics is to say that the problematic of
objectivity presupposes a prior relation of inclusion which encompasses the
allegedly autonomous subject and allegedly adverse object. This inclusive
or encompassing relation is what | call belonging.”"4 Here there is no pretext
about being able to escape from being-in-the-world. This leads to the
concomitant realisation that the person doing the questioning shares in the
very thing about which is being questioned.

This hermeneutic circle Is part of the understanding a spectator would bring
to film and the underlying world the film text presents, which the spectator is
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naturally a part of. There is a commonality of understanding which cannot be
broken. A commonality which belongs both to the spectator and the artistic
mind behind the work. This points to the admission that no matter how much
personal sensibilities "may recede into the past...(they) still form the
background against which the prevailing thoughts of the author take on
thematic significance."1> There is a mutual commutability of voices and
viewpoints which open up into wider notions of intersubjectivity and
historical interconnectedness. There will never be direct transparency with
any given artwork but rather multiple interpretations, proposals, counter-
proposals and tentative agreements.

The phenomenological and phenomenological hermeneutic approach
acknowledge spectator participation in the film experience brings about
diverse changes of attitude. As we will see these attitudes cover a wide
spectrum of spectator contribution and state of mind, ranging from distraction
to alienation and from jouissance to shock. Phenomenology's own
contribution to this expansion through hermeneutics is a shift which
iIncorporates the transcendental with a return to the lifeworld. Hermeneutics
stays with the difficulties of life setting out to describe, 'open up' and
question, "to work from Dbelow. It makes no claim to have won a
transcendental high ground."1¢ The crucial hermeneutic moments arise in
the gaps between identity and distance, living in the represented world and
beyond it, resting-within while seeing-through, allowing oneself to be
unfolded and yet implicated in the filmed world. We look at the explication of
being-in-the-world, the horizons of life displayed by the text so that what is to
be interpreted in the text is a proposed world which is inhabitable, one In
which personal potentialities can be explored through Husseriian,

imaginative variations.

In placing the meaning of a text in the lifeworld, we displace the notion of
subjectivity but do not disperse it as Deleuze does. Emphasis Is no longer
on an idealistic subjectivity seen as radical origin but a detoured refiguration
of the self offering greater self-understanding and ethical responsibility. It is
apparent that the admitted use of fiction, even if based on half-truths, will
give greater narrative scope than where events can be verified in objective
time, "the fictionalizing act outstrips the determinacy of the real"l’/ and
adventurous, affective and intellectual journeys can begin. As Merleau-
Ponty puts it, "expression Is like a step in the fog - no one can say where, if
anywhere, it will lead."'® Working out from this premise discloses the film

10



WOrk to be a springboard into the unknown and the 'uncontrolled’, "the
meaning of the work...cannot be stated except by the work itself: neither the
thought which created it nor the thought which receives it is completely its
own master."1° Whatever artistic signifier is used there will always be excess
IN meaning and rightly so, since it is in excess that the work's life continues
1o thrive, embracing a wider configuration of the real and the possible than
the immediately intended.

The hermeneutic shift which takes place broadens the phenomenological
project without abandoning it. Indeed, it is apparent that both
phenomenology  and hermeneutics are  mutually dependent,
‘phenomenology remains the unsurpassable presupposition  of
hermeneutics. On the other hand, phenomenology cannot constitute itself
without a hermeneutical presupposition.”20 Many worlds are conveyed and
opened up by the film world, worlds which the spectator appropriates and
iInhabits, and through which meaning is generated and self-understanding
iIncreased. We recoghise in intentional horizons the existence of
iIndeterminations which in the lifeworld take the form of historical horizons. |t
Is Important to remember that there is a recasting of emphasis in
phenomenological description away from the inherently static to the more
open hermeneutic and genetic phenomenology of the lifeworld. The discrete
moments of film, resource to the prepredicative world, understanding
through intentionality and temporal unfolding, all continue to support the
integrity of the film text. At the same time, the narrative world and the
historical world are embedded in the film text waiting to be recovered.

Any understanding of the meaning of objects and situations In life, or In
narratives, will always be conjoined by historical horizons. Historical reality,
if it is to be recognized at all, or presented through an understandable
narrative exposition, will be an indicator of constitutive achievement. In film,
images can be questioned and probed and avenues of concretisation
extensively explored in terms of the lifeworld and self-temporalisation, no
matter how ambiguous or dense they may be. According to Husserl: “[W]e
also have, and know that we have, the capacity of complete freedom to
transform, in thought and fantasy, our human historical existence and what iIs
there exposed as its lifeworld."21 This telos involves the constant breaking
up of the ego as well as the present into what it is not yet, into the possibility
for transcendence. An identity in formation, a process heading towards its
goal, like the unfolding film flux as its state is moulded by noetic structure
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and organic narrative form, yet still in an awareness which resists absolute
Closure. Awareness, in the shape of previsional protention and expectation,
Is always extended and transcended by indeterminations which in the
lifeworld take the form of historical horizons and intentional perspectives.
Film shows the presence of life without being locked into succession.
Consciousness viewing itself, picks up on the past, resonates in the cultural
milieu it reflects and includes prenoetic dispositions within a recognisable
lifeworld. By regressive temporal searching combined with personal
temporal comprehension, we form an opening into the film world’s textuality.

Restating the dynamic nature of hermeneutics in terms of phenomenology
underlines its practical foundation. It makes for the integrity of the text and
the self-appropriation of subjectivity through personal and interpersonal
projection. It is not the function of film to resolve opposing tendencies of
static and descriptive phenomenology with the more generative, dynamic
hermeneutic of diverse indication and interpretation. Since film s
entrenched in both camps it reflects both tendencies. The film spectator has
the capacity and freedom to transform experiences and create possibilities
In a phenomenological activity of free variation: "And precisely in this activity
of free variation, and in running through the conceivable possibilities for the
lifeworld, there arises...an essentially general set of elements...as the
essence constantly implied in the flowing, vital horizon."22 This involves the
constant breaking up of the ego and of the present into what it is not yet, an
identity in the process of formation in keeping with the unfolding of film flux.
There is give and take here which is part of the creative discoveries which
make phenomenology not static and predictable but dynamic and
experimental. Husserl, in a challenging pose, acknowledges
misunderstanding and prejudice in communication as a prerequisite for
resituating textual experience back into the cuitural world:

“Thus the courses of perception, in which partial breaches of agreement
occur... must be systematically described in respect of all its essential
constituents, noetic and noematic: the changes in the mode of
apprehension, the peculiar thetic occurrences, the transvaluings and
disvaluings of the previously apprehended as ‘illusion' or 'deception’; the
transition into conflict..for a phenomenology of 'true reality', the
phenomenology of 'vain illusion’ is wholly indispensable.”23
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Hermeneutics enables this because it recognizes that “the subject of which it
speaks is always open to the efficacy of history.”24 Past experiences, as
Gadamer shows, continue to influence our intentional experience, including
those which transcend the individual in history and culture, it being "a pre-
understanding that happens behind my back."?5 The various meanings of a
film emanate from the film itself into areas which may be unintended by the

author (auteur) and unpredicted by the viewer. As Merleau-Ponty puts it, the
artwork:

"[Clonstitutes an organ of the mind having an analogy with every
philosophical and political idea if the latter is productive; the work contains,
even better than ideas, matrices of ideas furnishing symbols whose
meaning we can never exhaust. It is precisely because it is installed and
installs us in a world whose significance is foreign to us and gives food for
thought as no analytical work can."26

Giving the experience priority rather than searching for objective
explanations remains paramount: "To understand is not to explain causally,
but is, rather to transport oneself onto an alien or distant life experience, as
this experience objectifies itself in documents, texts...and other traces of
inner life experiences and world views."27 In that films materially express the
expressions of materiality, reference to the lifeworld is inescapable. The
represented world is itself one of change, ungraspable and mysterious, and
no matter how well-ordered the aesthetic counters of harmony and symmetry
are arranged, the film work will dialectically reflect its less than ordered
roots. For Merleau-Ponty, "instead of an intelligible world there are radiant
nebulae separated by expanses of darkness. The worid of culture is as
discontinuous as the other world, and it too has its mutations."23

It may well be that principles of harmony and order work best to express
feelings of disharmony and disorder but the onus Is on the spectator to
appreciate in perception the given work and expand its act of creative
communication. Hermeneutic horizons are opened which transform not only
the text but self-identity. In consciousness terms, the meaning of the artwork
cannot be solely seli-contained in the work. As Iser puts it in ways which
echo the aparelletic (interfusion) of mechanical and human mind which
comprises film consciousness, "significance of the work...does not lie in the
meaning sealed within the text, but in the fact that meaning brings out what
had previously been sealed within us."2°
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It there were an ideal meaning to an artwork, if it were infinitely repeatable, it
would never be recoverable. There is always excess, there is, for Ricoeur,
always an overabundance of meaning which outstrips any attempt to
understand it. Every dialogue is incomplete and within this excess lies the
sort of worid that is opened up by hermeneutic interrogation. In the critical
moment of understanding there is also a distancing of self from self. This
process Is writ large in film by the divergent subjective placements within
narrative which demand that something of the self is abandoned in order to
fill the place of the camera eye throughout the process of understanding.
There is a willingness to allow the work to open up its world in the same way
as the film interrogates the spectator by posing its own questions through
complex states of subjective displacements.

Ricoeur's notion of 'appropriation’ involves a theory of subjectivity in relation
to a text which expansively opens up horizons: “To understand Is not to
project oneself into the text; it is to receive an enlarged self from the
apprehension of proposed worlds which are the genuine object of
interpretation.”30 The standing of personal identity is questioned ana
experienced in way which is disruptive of the sense of stability we attempt to
erect in the face of a complex, mysterious world. In other words,
surrendering is a prelude to thought. For the meaning of a film text to ‘open
up' something of the self must be given up, boundaries between the inner
and outer lowered and temporal consciousness transformed. The
importance of narration for our purposes lies not with a completed act of
story-telling but rather with its dynamic process, implicating the spectator into
a narrative act of understanding and re-telling of the self. In this way, film
could be said to not only 'refer' to reality but to remake it. Narrative fiction is
an irreducible dimension of self-understanding so that experience is a virtual
narrativity which contributes towards a (narrative) identity, a self-identity

which is culturally proposed.

This procedure of retaining self while conjoining with another world and
other selves along a shifting perspectival spectrum amounts to alternatively
relinquishing and retaining the sense of self. In fact, in terms of the
appresented world of the narrative, empathy and contrastive pairing come
close to restating the hermeneutic position of gaining meaning through
appropriation. Film viewing Is a way of living in the film's universe and its
narratives allows for an appropriation of a world which unfolds the world
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norizon implicit in it, including the actions, characters and events of the story
told. The fictive nature of projected worlds and alien regions in no way
encumbers the potential for genuine insight and personal growth. On the

contrary, the fictive quality aestheticises the experience and allows for
personal indulgence:

"I'he more imagination deviates from that which is called reality in ordinary
language and vision the more it approaches the heart of the reality which is
no longer the world of manipulable objects, but the world...we try to orient

ourselves by projecting our innermost possibilities upon it, in order that we
dwell there."3

In several respects Gadamer echoes these viewpoints but with an emphasis
on mimesis and the performative rather than the imitative and constative.
Gadamer's own use of 'mimetic imitation' plays on the fact that the work is
not designed to be "believed" but to be understood as imitation"32 This
would make the filmwork not a false showing but a genuine "show".
Imitation, not to be seen repesentatively as a copy of an original, but as a
showing-in-appearance, something which supersedes reality: "What is
shown is, so to speak, elicited from the flux of manifold reality. Only what is
shown is intended and nothing else."33 Film cannot be taken as the
substitute dream-world in which we can forget ourselves. On the contrary,
the play of art is a mirror that through the centuries constantly arises anew
and in which we catch sight of ourselves in a way that Is frequently
unexpected or unfamiliar. Life becomes meaningful when it is transformed
into a figure that can be understood. "Understanding is not the control of
what is other and objective; it is an enactment of commonality that is an

event of truth."34

Unlike Ricoeur's mediation, reflection and narrative practises, Gadamer
claims authentic understanding can be reached only if insistence on method
in traditional hermeneutics is dropped. Gadamer tends to reject the principle
which says text must be understood in its own context and thereby
diminishes standards of confirmation and falsification for finding
methodological truth. His concern iIs rather with process and a gestalt part-
whole relationship consistently emphasising the prenoetic approach to
Husserl's intentionality within historical horizons:
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"For there is such a thing as givenness that is not itself the object of
Intentional acts. Every experience has implicit horizons of before and after,
and finally merges with the continuum of the experiences present in the
before and after to form the one flow of experience."35

The flow of experience has the character of a universal horizon
consciousness, out of which only particulars are truly given as
experiences."3¢ Intentionality of meaning becomes transitional within the
continuity of the whole. Horizons are non-stable, not rigid frontiers but the
absent-present unity of the flow of experience. Above all, to experience a

work mimetically is to live with and through the work as if in a 'Spiel', the
element of play:

"What is immediately clear is that the turn to Spiel as a basic ontological
concept breaks the imitative universe of mirrors, and it does so by accenting,

not the static correspondence of artifact or world to 'idea', but the self-
disclosure of the world."37

Here we can see the self-disclosure of the film world achieved not by an
imitative or reflected image of a given state of affairs, a representation of an
objective reality, but by the same involved immediacy of a play of movement
we will find with Bergson, "the movement of play as such has, as it were, no
substrate...the play /s the performance of the movement as such."38 Most
playing is 'medial’. We say "something is playing somewhere"3® as with film,
something Is 'playing’ or 'going on' so that in film the spectator will join 'in
media res' and become a part of the play going on, where authority is not
personal subjectivity but the Spiel itself. Spiel is tantalisingly easy to conjoin,
In fact it invites such a process and though effort may be required for
understanding, there Is still an ease of participation which is epitomised by
film, "the ease of play which naturally does not mean that there is any real
absence of effort, but phenomenologically refers only to the absence of
strain...structure of play absorbs the player into itself."4C

This is not to say that the Spiel is indifferent to the spectator, on the contrary.
When film 'becomes’ the game, rather than say a ritual, it becomes "open to
the side of the spectator, In whom it achieves its whole significance...it is
experienced properly by...one who is not acting in the play, but is watching.
In him the game Is raised, as it were, to its perfection."4! Thus the
presentative character of film would be realised through spectator
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contribution as he/she fulfills and transforms the work with a certain
constraint of not being lost within it. Gadamer theorises about the
transformation resulting from human play into the artwork which is designed
to Incorporate reception and sees it as a permanence within transience:

"There cannot here be any transition of gradual change...the transformation
Into a structure means that what existed previously no longer exists. But also

that what now exists, what represents itself in the play of art, is what is lasting
and true."42

The artwork takes on a life of its own, in no way imitating or representing
reality but gaining a truth value. Spiel is self-realisihng movement and brings
from Being something into presentation. For Gadamer, Spiel is the mode of
being of the artwork and particularly important for film is his description of the
way Spiel relates to the free movement of self-presentation. There is a force
of movement here, an irrepressible dynamic which we also find with
Bergson, as speaking the very lifeforce:

"This movement must have the form of self-movement. Self-movement is the
basic character of living being...What is living has the force of movement in
itself; it is self-movement. Spiel appears only as self-movement which
through its movement strives for neither purpose nor aim but rather

movement as movement...which means the self-presentation of the being of
life."43

Presentation of the self is precisely in accord with film's temporal unfolding
and depends on this dynamic of movement and time. The fragmentation of
subject identity and position comprises film's narrative mode as we are
paced, placed, and switched around according to camera perspective and
point-of-view through separate character identities and the omniscient voice
of the implied author. With Ricoeur identity will come together, re-form in a
mediated fashion through levels of interpretation. With Gadamer, identity
splits and re-emerges through the performative acts of mimesis. We have the
to-and-fro movement of those involved in the Spiel as the exchange of
positions, where Inter-reaction of spectator and film communes with, and
negotiates for, various sites of understanding.

in comparing film to festival we find a similar experientiai mode of a
completed timelessness and a reconstituted freshness. Celebration in the
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festival involves an uneasy confrontation between celebration as repetitive
essence and the need for it to always be performed differently as times

change and our perspectives naturally shift:

"For the essence of the festival its historical connections are secondary...it is
its own original essence always to be something different...An entity that
exists only by always being something different is temporal in a more radical
sense than everything that belongs to history."44

Even though film is a complete entity and unfolds unerring between the start
and end reel, its re-presentational ideal is likewise constantly challenged by
the singularity of its experience. The phenomenological experience of
effective horizon will always ensure such particularity. Thus the play of
Gadamer and its expression in celebration exemplify the constant interaction
of the filmed world and the world as film. This engenders a tension by virtue
of the fact that though the film is a completion its meaning and interaction
with the lifeworld are not, since time itself and the lifeworld of experience iIs
always in flux and unstable.

Merging consciousness

We have mentioned the interfusion of consciousness which is involved in
the film experience and this is a theme which will be unraveled through this
study. But, as a preliminary, we can look at Merleau-Ponty's notion of non-
individuated conscioushess, in so far as it is trans-personal, where
communication raises no problem precisely because it is this:

"In so far as | am a consciousness, that is, in so far as something has
meaning for me, | am neither here nor there, neither Peter nor Paul; | am in
no way distinguishable from an 'other' consciousness, since we are
immediately in touch with the world and since the world is, by definition,
unigue, being the system in which all truths cohere."4>

Using Merleau-Ponty to find equivalence between human and film
consciousness is further encouraged by his treatment of the human cogito in
terms of self-awareness, or its lack thereof. The registration of vision is
usually taken as emanating from a particular site of consciousness. Bodily
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vision is a site of consciousness and film's mechanical vision is a
registration of perceptual consciousness through the camera eye (I). Both
imply a (return) journey comprising a kind of visitation to where Being
appears and a completion which involves absence and displacement before
any return to the self: "Vision is not a certain mode of thought or presence to
self; it is the means given me for being absent from myself, for being present

at the fission of being from the inside - the fission at whose termination, and
not before, | come back to myself."46

This departure and return must be seen as impersonal since it is in both
human and film terms a vision and consciousness relating to the sensibility
of dehiscence in Being. Film vision is not only at home here, it has no other
'place’ to go and this may explain why Merleau-Ponty was one of the first
philosophers to see the general relevance of film to philosophy. As with the
primordial film condition of recording without reflexivity there is here an
attack on the cogito where Merleau-Ponty "seeks to exclude the possibility of
an act of reflection in which the subject would achieve complete self-
transparency."4’ With embodiment, self-presence finds expression not
exclusively in the mind but in the prior bodily experience with concrete
reality which is a fundamental change of emphasis from the Cartesian
position. A prior giving of oneself to self via vision supersedes the
transcendental vision of reflection on self and Is rather recognised as a pre-
reflective tacit cogito. As a tacit cogito which exists as a general sensibility of
the self, however, it is "precarious" In that as soon as it finds linguistic
expression it loses its character as non-reflective identity: "Behind the
spoken cogito, the one which is converted into discourse and into essential
truth, there lies a tacit cogito, myself experienced by myself. But this
subjectivity, albeit imperious, has upon itself and upon the world only a

precarious hold."48

With the notion of the tacit cogito "Merleau-Ponty retains a kind of pure
interiority, pure immanence, behind experience", something which in fact he
wanted to "abolish."4? That is, Merleau-Ponty's intent is to place
consciousness in embodiment in the outer life- world and the sense of an
introceptive, tacit cogito apparently mitigates this. As a non-conscious
'reflection’, the tacit cogito iIs an almost dis-abled consciousness which
approximates the noesis without its noemata, a kind of lacuna in pure
immanence. Without becoming something it itself is not, it becomes
redundant, since if it is to be ‘tformed' or understood as more than an empty
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subjectivity language is needed: "It is by the combination of words...that |
form the transcendental attitude, that | constitute the constitutive
consciousness."S0 As a result, what we see in later works with Merleau-
Ponty is an awareness of self expressed in terms of a movement of
transcendence which comes to be the chiasmic intertwining with the world
"behind which there remains no subjective retreat of non-being."S1 All of
which ties in with film's own sense of self which has the same trajectory of
veering away from implicit and introceptive subijectivity. Film has no
reflexivity other than where we experience it in its configured stage when
explicitly drawn attention to in the form of a self-reflexive manoeuvre. Film is

thus able to make brute being approachable, to allow silence to speak in its
own way unencumbered by subjective agendas.

We also find that Merleau-Ponty's discussion of self consciousness as a
representation. of self to self is particularly appropriate to film in its usage of
Images of reflections and mirrors. Merleau-Ponty begins by discussing the
pre-self in the form of preconscious or incarnate subjectivity. Any reflectivity
within the subject incarnate is primordially prepredicative, lived through the
flesh In its adherence to the world. By touching oneself one expresses both
an objectivity and subjectivity and this is a form of reflection, as touched and
touching is an active-reactive echo of parts, rather than pure reaction. The
body is a perceiving subject-object. In the child, before the specular mirror
stage, there is an oceanic state experienced as undifterentiation where the
sense of self has not yet broken away from a condition of oneness. This is a
non-reflective, primordially automatic condition which only comes into
figuration when retroactively the child considers the barely controlled sense
of being as a fragmented and dependent state. Film lacks this retroactive
self-capability and has to make do with 'showing' its Initial phase. It can
suggest the process, however, by its surface use of changing perspectives
and dynamic dialogue with the spectator, "both fiim and the spectator are
engaged in the act of seeing a world as visible, and both inhabit their vision
from within it - as the intrapersonal relation between "myself, my psyche and

my introceptive image.">?
Sartre has also looked at the non thetic consciousness of the self in terms of

a prereflective cogito. When accessed through reflection, the prereflective
cogito is seen to contain no I, it Is egoless,
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"[A]ll the nonreflective memories of unreflected consciousness (the past)
show me a consciousness without a me, and since, on the other hand,
theoretical considerations concerning consciousness which are based on
Intuition have constrained us to recognize that the '/’ cannot be a part of the

Internal structure of Erlebnisse, we must conclude there is no '/’ on the
unreflected level."53

In general, Sartre's notion of negation lays emphasis on self- effacement
and this can be compared to the openness of the camera field, one which is
less discriminatory and reductive than the human, phenomenal field. For
Sartre, a major component of consciousness is the relationship of
consciousness to that which it is not. What we are directly conscious of is
that which has come to givenness out of the ground and transcendence of
all Being. And Sartre defines the 'pour soi' as a nothingness, in terms of a
tacit ego whose reflexivity is based on the fact that it realises it is not the 'en
sol' and Is ‘constituted' by a nothingness against the fullness of the 'en soi',
which it is not. Were the camera eye to have a tacit cogito and become self-
conscious 1t might reflect on its status as a recording instrument and
acknowledge that its reason for being is to be totally open to recording the
'‘en sol'.

Sartre's radical ontological dualism picks up on film's primal self-effacement.
Its originary duplication I1s where the oneness of signifier and signification
can be couched in terms of an unreflective negation in pure visibility. For
Sartre, there is being not because consciousness gives rise to being but
because it supplies the 'there is'. Sartre's 'pour sol' is a being such that in its
being, its being is in question, "what is present to me is what is not me.">4
Insofar as this being is essentially a certain way of not-being-a-being, there
must be a founding negation, "if this negation were not given first and if it
were not the a priori foundation of all experience.">> The concrete reality
filming duplicates is other than its own corporeality but it is offered up as the
total result of its visual capacity because its own being is apparently effaced
whenever it picks up on objectivities or sentient beings. The source of vision,
in this case the camera eye, is not self apprehensible but owes its viewing-
view to what brings that view about. In return, that which has been visually
reproduced owes its existence 1o the acts of film without which it would have

remained undisclosed.
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Primordial camera consciousness as based on recording something which it
IS not and making its viewing-view available to others can be couched in

similar ways to Sartre's definition of the human:

"The being which | am not represents the absolute plenitude of the in-itself.
And |, on the contrary, am the nothingness, the absence which determines
itself in existence from the standpoint of this fullness..The knower...is
nothing other than that which brings it about that there is a being-there on
the part of the known, a presence...this presence of the known is presence to
nothing, since the knower is the pure reflection of a non-being."s6

The presence of the camera eye as emanating from a pure reflection of a
non-being is perhaps even easier to accept in terms of a mechanical 'non-
being’ than it is from the presence of the human "I", "the visible has to be
described as something that is realized through man, but which is nowise
anthropology.">” To a degree, it will carry out and enable the visual coming-
to-presence of the 'en soli' without intrusion or interference. In the "total
indistinction of being, there is nothing but a negation which does not even
exist but which has to be...Being in-itself gives itself and raises itself in relief
on the ground of this nothing.">8 This is one version of the gestalt which
Merleau-Ponty examines as figures becoming determinate but now based
on a founding and negated 'pour soi'. Film's visible imagery is nothing other
than what the camera is not, though it is the condition for the 'en soi' to be
visible in the film work. A film consciousness Is possible here because it
does not rely on a substantial ego for self confirmation but rather on an
absolute presence, the otherly condition of plenitude which formalises
figures out of undifferentiation. Sartre's presence of the materiality of being
is immanent, though with transcendental repercussions. In the initial phase
of film recording it is this total immanence which counts, it is the object as it
appears to consciousness and materiality as it appears to film recording. For
Merleau-Ponty there is still a sense of agency, not a causal one but one
which is made up of a fluid and shifting force, not unlike that of Deleuze. The
whole is made up of configurations which are " 'sensitive' to what happens
in all the others, and 'knows them dynamically’.>® As a direct rejoinder to
Sartre, "the subject of sensation...need not be a pure nothingness" but is
rather a part of individual history with sedimented natural powers not, "in
Hegel's phrase, a 'hole in being’, but a hollow, a fold which has been made

and can be unmade."60
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Film is not conscious of itself being conscious as something other than the
noemata of consciousness. Crucially, unlike the 'pour soi', film does not
realise its-self being the obverse to materiality, in fact, as mechanical
embodiment, it is itself part of materiality as an 'en soi', even as it is a
consciousness which realises the 'en soi'. There is no self-deceptive belief
by film consciousness that it has an essence, as Sartre would have it. More
precisely, film can be seen as a return to Merleau-Ponty's notion of
perception as prepersonal power where perception of worldly things is not
viewed as the action of my body in response to the demands of a world from
which | am separated, but as the moment of revelation of the flesh of the
world where an essential '‘pour soi' would simply be redundant. As a fold in
being whose being touches itself through me "one can say that we perceive
things in themselves, that we are the world that thinks itself.61

The Deleuze connection

These phenomenological remarks on the relation of the real to the reel and
Intentionality to consciousness begin a trajectory which can only be
completed by Deleuze. But it is not the intention of this study to set up the
Deleuzean position as one of opposition. What transpires will rather be, if
not a conciliation between the two camps, then a mutual support for
understanding the notion of film consciousness in all its nuanced aspects.
Areas within phenomenology, such as the relation of the immanent to the
transcendental and the centrality of subjectivity need to be understood in
terms of flux and time. The result is a position not so distant from Deleuze as
one might initially assume. Deleuze's own position regarding cinema is fluid
and complex and covers a wide range of film makers and theorists. In
criticising the sensory motor schema and its accompanying organic regime,
Deleuze presents such a comprehensive account that there is already a
convincing argument for film consciousness before we even deal with the
modern time-image. Thus, even though Eisenstein's model for thought is
described as powertul it is locked within an organic whole which supposedly
fails to allow for the emergence of fissures and the dissociative forces of
time-image narratives. Philosophically for Deleuze, Eisenstein is closer to
Hegel than Bergson. In the movement-image Deleuze emphasises the
indirect projection of time, a duration in movement which is a synthetic
achievement, a product of image and mind, a Hegelian unity of a higher
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order. Relating this to Hegel is to insist on the intellectualisation of montage,
thought-montage’, since it is only with the dialectics of the aggrandissement
of self-consciousness that the concept of the whole, film as consciousness,
IS thought. Yet when Deleuze shows the crucial contribution of Eisenstein's
sensuous thought relating mind to nature and emotion this iIs enabled by
similar shocks and disjunctures of thought which Deleuze feels to be the
kernel of the modern time-image. We find that though we are relating shock
to an Hegelian dialectic, its import carries over to the time-image. The
Interrelation of feeling and thought is an unbreakable bond. But in being
aligned to Hegel it carries with it all the critigue Deleuze has mounted
against the Hegelian system.

Both phenomenology and Deleuze are needed to define film consciousness
as a view-of-the-world or a view-to-the-world (the analysis of Resnhais' "Last
year at Marienbad" shows their similarity).6¢ But Deleuze's analysis is seen
as comparable only up to that point where the movement-image and time-
image separate. This is a move in which Deleuze describes a naturai
qualitative difference, one which reflects an historical, evolutionary shift
away from organic, or Hegelian, oneness into a dispersed, Nietzschean
multiplicity. Deleuze wants to oppose any description of the subject as an
unfree, reactive, manufactured construct generated by slave mentality
(through a feat of envious transvaluation) and self-denial, in favour of an
autonomous, self-generating agency at home in the openness of matter.
This is self-generation as opposed to the desire of negation which attempts
to seek out the Other and incorporate that which is different. We need the will
to power and a non-dialectic multiplicity of impuises to burst out of Hegelian
desire. We need to oppose assimilation into identity and enjoy alterity and
difference as an intensification of the play of forces. There Is abundance
rather than scarcity, joy rather than fear. For Deleuze, any consciousness
which insists repetition be seen in terms of a preconceived identity amounts
to limiting understanding, explaining it with reference to the form of identity in
the concept. For Deleuze there cannot be such referentiality, there can be no

underlying reaim of immutability.

Briefly, Deleuze searches for change as causal negation, an Intrinsic
change which does not come from similar identity and Hegel Is reproached
for couching difference, and the extreme of contradiction, within the ground

of identity.
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"Hegelian contradiction does not deny identity or non-contradiction: on the
contrary it consists in inscribing the double negation of non-contradiction
within the existent in such a way that identity, under that condition or on that
basis, is sufficient to think the existent as such. Those formulae according to
which 'the object denies what it is not'...are logical monsters...difference is
already placed on a path or along a thread laid out by identity...Difference is
the ground for...the demonstration of the identical."63

This emphasises that for Deleuze we have not yet reached difference-in-

itself. Fundamentally, Deleuze's difference is nondialectical, Hegel's vision
IS recouperative, Deleuze's is not:

"The dialectical negation is always directed toward the miracle of
resurrection: It is a negation 'which supersedes in such a way as to preserve
and maintain what is superseded, and constantly survives its own
supersession'. (Phenomenology of Spirit, §188) Nondialectical negation is
more simple and more absolute. With no faith in the beyond, in the eventual
resurrection, negation becomes an extreme moment of
nihilism...Nondialectical negation is absolute not in the sense that everything
present is negated but in that what is negated is attacked with full
unrestrained force."64

There is no room in the dialectic for the out-of-control, any sign of excess
comes under what Deleuze disparagingly describes as "the Insipid
monocentricity of the circles in the Hegelian dialectic."®> The move here
away from the negative inclusivity of Hegel's dialectic seems decisive.
Deleuze would resist Hegel's initial presentation of the opposition between
being and nothingness in the "Science of Logic". The essence of
determinateness is its negation, its move away from inertia Is sparked by
contradiction, that which it is-not. But this is an external impulsion related to
determinate being, whereas for Deleuze emphasis is on indeterminate
becoming which is closer to Bergson's notion of intuition. In the process, the
being of being takes a back seat to the more fundamental being of
difference. As Hardt succinctly puts it:

"For being to be necessary, the fundamental ontological cause must be
internal to its effect. This internal cause is the efficient cause...it is only the
efficient cause, precisely because of its internal nature, that can sustain
being as substance, ‘causa sui'. In the Bergsonian context, then, we might

25



say that efficient difference is the difference that is the internal motor of
being."6

For Bergson the thing differs with itself immediately and first whereas In
Hegel the thing differs with itself because it first differs with all that it is not.
For Bergson, the combination of synthesis and antithesis are abstract and
cannot be concrete and real. An effect cannot contain more reality or
perfection than its cause, so the dialectical synthesis must remain contingent
and abstract. In fact Bergson's indeterminacy and virtuality has little to do
with Hegel's immanence, inspired rather by the unforeseeable. Dialectic
movement Is seen as a false movement. As Deleuze comments: "The
concrete will never be attained by combining the inadequacy of one concept
with the inadequacy of its opposite. The singular will never be attained by
correcting a generality with another generality."6/

In this way, film as referential, or as an unveiling of truth picked up mirror
fashion from the recorded world, is anathema. Discovering referentially and
recovering the already pre-formed is not the 'truth' but rather a confirmation
of the already known, "truth cannot be said to be the product of a prior
disposition or schema, but Is the result of a tremendous violence In
thought...One will never find truth, one will never philosophize, if one knows
in advance what one is looking for."68 Thinking only comes into play when it
encounters the unthinkable. The simulacrum, for example, is contradictory, it
jolts thought into action with novelty and originality. It is a part of becoming
rather than the being of a state of affairs. The lack of substance in film, unlike
a piece of sculpture, a painting or even a photograph, lends itself to the
transitoriness of the simulacrum. Film is invisible and has no being until
projected and on completion exists nowhere. It is not ‘on show' until shown.

Intrinsically it has no chronos of being.

For Deleuze multiplicity is a task to be carried out, we must always make
connections.®2 To connect is to work with Other possibilities. The multitude of
connecting possibilities in film makes it a prime example of this. The
connection between connecting modalities is made after the event in film
through montage imagery. Yet this only supports or reinforces the already
split nature of time we come to see in crystal imagery (thus not a mirror of,
but a mirror within). Film is so appropriate here for showing time, showing
time-in-action as a mobile mirror, the perpetual foundation of time as Cronos

rather than Chronos.
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At the same time, however, there is a lingering sense of unease in the
rejection of organic representation that we find in the ultimate time-image.
Film has its (dialectic) duplications, re-presentation, intentional framework
between recording and recorded, the real and the real, the frame and the
beyond-the-frame, identity and difference, part and whole, all of which seem
comfortable' with Hegelian negation and organic movement. Which is not to
say that film 'should' be so, only that there are elements intrinsic to film
ontology which prevent it acceding completely to the way of thinking
Deleuze argues for the time-image.

From this conclusion it may well be that the circularity of Hegel, where
Spirit's  self-actualization is the process of its own becoming, is more
applicable to the inclusiveness and unwrapping of a self-contained film
work. A process which carries with it its own becoming-other. Deleuze's
actuality as an expressed potential is rather a step removed from the
dormant world of possibility closer to filmed structuration. A structuration
which in its primordial phase is a mediation which passes over into an
aesthetic antithesis through a sublation which both retains and negates the
original lifeworld. Film is, after all, on a very basic level if not a system of
representation then a system of mediation. Involved in film's mediated
system Is an internal integration of the re-presented world as a natural force
of Immanence. The result of this is an entity which contains multiplicity but
encourages coherence and self-referentiality. Moreover, in terms of the sets
and systems we find in film, the lifeworld itself has a dialectic need for film as
a way fo become other fo itself, in order to know Iitself. Even though there is
qualitative difference In the images of film based on concrete reality, it is a
difference that strives for identity in difference rather than difference in

difference.

There is a sense, then, in a move which is anti-Deleuzean, where the act of
filming is a way by which the represented world comes outside itself to know
itself and return to itself through a hermeneutic circle. The otherness that
exists in the film work, even In those which are anti-narrative and radically
disruptive of spatio-temporal reality, is an otherness which is inevitably co-
opted by the organic structure ot film and the desire of the spectator to 'write
in' a comprehensive whole. The idea of telos, in whatever form it takes, is an
inherent part of the film experience as an anticipated and realisable
condition. Thus, Frank Kermode's notion of 'concorde fictions' point out we
can never provide solutions to life's mysteries and temporal aporias, but we
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repeatedly show those aporias in art in different contexts and under different
guises:

"We create fictions because we do not know what happens after death. In
short, we try to improve upon the fictions created by philosophy and religion
which ascribe portentous meaning to life and assume for existence a
significance which is entirely hypothetical."70

Conclusions will be justified and endings, no matter how unlikely, provided.
Hegel's dialectic does not lead to stultification and closure but a certain
satisfaction which if 'out-of-time' in a Deleuzean sense may be so because
film itself is out-of-time in a phenomenological sense. Film's ontology would
need to be other if it were to entirely satisfy Deleuze's requirements.
Deleuze may rather be laying the groundwork for future media, video
productions, virtual reality and cyborg digitalising with subjectivities which
are fluid and interactively negotiable. Here there is not a finished or
completed artwork at all waiting for projection, or a power struggle for
transcendence and assimilation, but rather a will to power which expresses
Internal differentiation naturally and unencumbered through creative
mappings of pathways which affirm the generativeness of life and
possiblilities for connective exploration.

In short, film enters into flux as a capture of movement, at the point of
emergence from non-visibility to visibility, from the undeveloped to the
developed, from the intricate to the extricate, from impression to expression.
And when interaction takes place between spectator and film, formal
deconstruction allows for a return to the hyle and sensation of unformed
matter. Through segmentation of formalised materiality we tap into the virtual
and contact the reality of what has been, that which was always a past,
which has ‘prematurely’ been perceived and fixed, to regenerate and
rejuvenate whatever productive, utopic potential lies in waiting. The
subjectivity that enables this capture is couched in the Iintentionality of
noesis to noema but becomes with Bergson, out of duration, the subjectivity
that escapes us In pure past. And with Merleau-Ponty, consciousness is the
result of the dehiscence or opening up of being into the sensing-sensible
chiasm and film i1s a presence at that place where Being's interior lights up.
Being manifests its own meaning, a meaning which is a configuration which
occurs as being differentiates itself from itself. Filming does not make the
presence of the world, it finds it there as a process in action and by visioning
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it, it envisions itself as the visibility of seeing, as both a catalyst and withess
to Beings upsurge.
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Film and Phenomenology

The camouflaged parrot

he flutters from fear

when something he doesn't know about
suddenly appears,

what cannot be imitated perfect

must die,

farewell Angelina, the sky's flooding over
| must go to where it's dry.

---—Bob Dylan, Farewell Angelina

A phenomenology of fiim consciousness must account for the way film
relates to concrete reality and explore the spectator's mode of
consciousness to a film world which Is rooted in the upsurge of being. The
complexity of film imagery makes for the complexity of film experience,
comprising as it does a unique admixture of the 'show place’, as a Merleau-
Pontian visualising-vision, and a 'time-zone', the unique duration of a
temporal artform. Film ontology is the unique fusion of the initial phase of
film recording in the lifeworld with the secondary phase of projected
viewing. A first phase embodiment predicatively implicated by a spatial and
temporal re-ordering. The effort to describe a film consciousness as an
understanding of the world is no sleight-of-hand, no perfunctory
anthropomorphism. On the contrary, the viewer's fascination with film and
film's fascinating power of viewing comprise an enterprise of exchange and
reciprocity, submission and control, a buffer world between two similar
sensibilities in which film, as somehow inscribed in the world, speaks to
human agency, as somehow Inscribed in film. The exchange is worldly, yet
intimate, intimately private yet publicly projected, all-encompassing yet

artistically distancing.
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At the very moment film penetrates the world with its effluent sensibility, it
simultaneously hides from view everything that lies beyond its
encompassing frame as off-screen space. The probing eye of the film
camera produces a disclosed reality which relays back to a spectator who
becomes an active co-participator in a visual-sound discourse. Whether the
contact of images with filmed matter, as in a contact print, 'truly’ demystifies
or merely serves to reinforce an already ungraspable and evasive lifeworld
remains to be explored. If this journey to understand film consciousness is
circuitous this is an 'intended' circle, its trajectory is overtly acknowledged
as both an enticing departure and a familiar return.

The fact that few theorists have attempted to incorporate phenomenology
and film, whether it be the embodiment of Merleau-Ponty or the
transcendentalism of Husserl, is surprising because of the inbuilt similarity
between the two areas.! Film carries within it a double intentional act of
perception. The primordial recording of the concrete world by the camera is
both a view of the world and a temporal recording of it. And the projection of
the final film Is a re-view of this world, configured into a noetic, thetic mode
ready for an aesthetic consciousness which looks for meaning. In order to
complete a full series of noematic acts which will, in an all-encompassing
manifold, disclose the full object or activity, an unvelling and unfolding
process comes into play which is filmically comparable to concrete world
experience. That is to say, the interpretation of film Iimagery and the
interpretation of concrete, perceptual imagery have a close but distinct
correspondence. The different modes of consciousness that come Into play
in the film experience, the direct perception of the film image, imagination,
fantasy projection and narrative interpretation, emanate from a film object
which is directly related to the concrete world and the phenomenal
ifeworld. This is a natural consequence of the fact that perceptual
understanding as described by phenomenological intentionalty is a
complex process centering around a precise correlation between the mode
of consciousness, noesis, and the object as intended, noema. Included in
this, however, is a series of imbrications which stretch the margins or
borders of the intentional act into the non-present, introducing an extended
notion of the primal present and a relativity of primordial presence.

The implications this brings about for exploring 'Being' through the regional
ontology of film aesthetics are far-ranging. Film cannot be categorised into a
neatly sealed envelope of experience because unlike the plastic arts, the
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camera begins from lifeworld embodiment as an already-involved
constituent of the real, part and parcel of the flux of experience. So even
though it seems the work of art as such is a world for-itself, what Is
experienced filmically cannot be removed from its connections with
actuality. Any analysis of film must find a more focused position to bring to
light the significance of a unigue ontology.

The classical gap between formalism, which concentrates on film's unique
expressive qualities as an aesthetic language and realism, which
minimises this expressive signification in favour of film's revelatory
capabilities for depicting nature and the lifeworld, can be bridged. Indeed,
the phenomenological approach is an account of the way the bridge is built.
A phenomenological film analysis is a direct confrontation with theories of
fitm spectatorship which set up the film experience as a separation between
a viewing subject and an object viewed. In contradistinction to any dualism,
phenomenology's immanent correlation of consciousness makes the
experience reciprocally alive and evanescent, eliding fixity. Fim's
phenomenological aesthetic experience and hermeneutic understanding
take shape as a metacritique, as an intricate dialectic of a consciousness of
consciousness and a perception of perception.

This means spectator and film correlation are both objects and subjects,
rather than exclusively either subject or object. They switch back and forth
as a fusing and fading mirror, comprising a Janus-face alternation between
the subjective and objective correlates of spatio-temporal awareness and
spatio-temporal perspectives. The spectator rides the waves of film motion,
the tempo, duration and vacillating points of view within the diegetic film
world while still retaining a personal, identifying (rather than identical)
mindset. Traditional ways of describing film spectatorship, such as escapist
identification or voyeurism, are not radical enough. To understana
spectatorship in a presuppositionless way one must relate to the basic
spatio-temporal structures upon which film movement is constructed as we
read and are addressed by the movement and time of film's unfolding.
Phenomenologically, film spectatorship allows for an elaboration of a more
fluid structure of coincidences and differences, oneness and diversity,
centred perspective and multidirectional viewpoint. As the interactive
process of give and take comes into play, areas of lacunae open up to be
complemented, filled and questioned by the spectator's own intentional
horizons and expectations. In film, two corresponding intentionalities vie
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with each other. The original intentionality of the filmmaker which is
configured through the instrumentality of the camera eye, and the
Intentionality of the spectator who interacts with this original perception as it
IS manifested as original expression in the projected film.

Filming and the experience of what is fiimed inevitably includes
Intentionality and an experience from the inside-out rather than the outside-
In. In fact, a recurrent theme is the effort to unveil surfaces by depth
penetration and exploration, even though film seems most concerned with
surface appearance. As a study of the essence of the film experience, it is
important to bear in mind that description applies to all fiim types and
genres. Even though there is an apparent rejection of style in so-called
works of realism, "the rejection of style inherent in phenomenological
realism is surely the expression of a determination to find a place outside
the field of art"2, we are nonetheless still dealing with an aesthetic
experience and not praxis in the lifeworld. The effect of verisimilitude is one
which itself demands subtle and perspicacious artistic choices.

Accessing the reel

The high ascetic requirements to achieve genuinely realistic films ultimately
become a self-conscious 'style' of its own and at most results in an
ambiguity between the concrete and film world which only apparently "does
not tamper with events, nor permeate them artificially with ideas and
emotions."3 What is important to understand is how the 'reel' relates to the
'real' and how, if there is ambiguity, this finds expression in both realistic,
non-obtrusive fiims and non-realistic, overtly manipulative ones. In both
cases, there is a role for hermeneutic Interpretation and a
phenomenological analysis of the transcendent as it relates to the
transcendental. What is crucial in all film genres is to acknowledge film in its
primary mode of givenness as an act and a way of intentionally perceiving

the world:

"The act of seeing also suggests that the source of its activity shares a
material equivalence with that which appears to it in the world it presents.
Whether the much mailigned ‘classical' or 'bourgeois' Hollywood cinema, a
Bugs Bunny cartoon with its explicit and 'impossible' transformations, a
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computer-generated short, a cinema vérité documentary, or a structural-
materialist film, all film presents not only the seen but also the seeing."4

Film accommodates a wide range of productions none of which change the
Initial conditions of its formation. Its itinerary is wide, a vista which moves
from 'neutral' news reportage with minimal manipulative treatment and a
sense of propriety towards the real, to a formalised and intentionally
abstracted montage of avant-garde. Film's initial primordial phase is to be
considered as a phase which looks exclusively at 'filming' as a theoretical
premise. Indeed, this phase does not argue in favour of a particular style or
genre nor of cinema as a social institution. It rather looks in a
presuppositionless way at what it means to record filmically in order for it to
be subsequently viewed cinematically. Implied in this phase, therefore, is a
film experience which has first to be characterised in terms of embodiment
which cannot shake off its ontological roots. We will see that Husserl's
general description of artistic representation gives a foundation for
understanding both the ontology of film as a depiction of real life, the focus
of realist film theory, as well as a way of understanding the role of the film
spectator in terms of an active constructor of the film text.

For realist film theorists we directly understand concrete reality through the
Image rather than at a distance through a series of coded messages.
Husserl's example is of Durer's engraving, "The Knight, Death, and the

Devil":

"We distinguish...the perceptive consciousness in which, within the black,
colourless lines, there appear to us the figures of the 'knight on his horse',
'death’ and the 'devil'. We do not turn our attention to these in aesthetic
contemplation as objects. We rather turn our attention to the realities
presented in the picture - more precisely stated, to the 'depictured’ realities,

to the flesh and blood knight,etc.">

In realist film terms there Is a direct route to that which is represented, which
has an independent existence of its own, something which film both
creatively reproduces but also mechanically confirms. Reality here is both a
'‘product’ of human perception and an expression of the re-presented world.
The core component is the way of 'apperceptively' experiencing this reality
as a given, of passing through various qualities of the image to depicted
reality and beyond that to the symbolic. In terms of the artistic representation
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of the Durer painting "it is relationship between experiences of certain sorts
that is the source for the representation...in the act of grasping what the
engraving depicts, (perceivers) live through or pass through the sensa in
order to grasp what the engraving represents, the real knight...who exists
iIndependently of the engraving."®

For Husserl, art presents a special case of perception. Film, for example, is
contrived and the status of its particularity will be contextual and generically
specific. Here the nature of apprehension can be the focus of attention. This
allows for an exploration of the noetic structure and the positing experience.
The picture, for Husserl, has a consciousness in the mode of a neutrality-
modification of perception "[t}his depicting picture-object stands before us
neither as non-being, nor in any other positional modality; or rather we are
aware of it as having its being, though only a quasi-being, in the neutrality-
modification of Being."” Husserl's position here encompasses a broad
spectrum of film theory. It accommodates the initial phase of film recording
as an embodiment in the life flux as well as the transcendental position of
artistic creation and omniscient expression. It crucially allows for the
exploration of the relation of the immanent noemata to concrete reality, a
reality which will be understood in its broadened interpretive capacity. The
experiential situation will be pivotal in judging the contribution of spectator
activity as a co-determinator and participator in the construction of meaning
through time awareness, phenomenology's inner time-conscioushess.

The raw materiality of film can be seen as the first stage of a unique
dialectic. A dialectic considered in terms of an impasse, or limit point, which
leads to the ineluctable need for a restructuring of film imagery through the
deconstruction of space and time. In general, such a dialectic Is ignored by
film theorists with their impassioned agendas for locking film into systems of
ideology, psychoanalysis or semiotics.® These approaches should not be
underestimated. Indeed, the semiotic system of signs, psychoanalytic
identification, and Ideological appellation have all aided In the
understanding of the film experience. But each approach takes for granted
what phenomenology insists must be thematised in an effort to formulate a
genuine presuppositioniess grounding for the film experience. Objects and
situations can be seen for what they are and the perceiver is no longer
locked into one, specific world-view. It can be claimed that through the
correlation of intentionality, the blinkers of preconceived value systems can
be removed "now that ideology has disintegrated, material objects are
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divested of their wraps and veils so that we may appreciate them in their
own right."® Only after film is positioned as a grounded participant in the
ifeworld and as an involved observer of mobile imagery, can we proceed to
focus on the limit point of sublated expression which emerges through
reflective levels of conscious understanding.

The dialectic of film as show-time grounds the initial phase of recording as
an irreducible, natural, and positive component of ontology prior to the
processes of montage and postproduction. In other words, rather than
dichotomise two kinds of film approaches into the classical realist and
Idealist camps, the one emphasising the inviolable world-outside, the other
formal aesthetic shaping, show -time sees profound involvement in the
ifeworld as a prerequisite for transition into complex montage and
disjunctive temporal modalities. Indeed, the dialectic circuit cannot begin
without It. To ignore this two-phased schematic, which is reciprocally
iInclusive rather than mutually exclusive, is also to undermine the
significance of the important phenomenological discussion between the
concrete ego and the transcendental ego, as well as the singularity of the
film event and its universal implication in aesthetic consciousness. What
emerges Is an inexorable relation between the two positions rather than the
exclusion of one In favour of the other. Transcendental phenomenology
together with existential embodiment aid in assessing film both in terms of
placement in the lifeworld and dis-placement in the aesthetic world. It is
only for the sake of argument and expositional clarity that a division is set
up between a primordial phase of recording within a removed space for
viewing and a secondary phase of duplication with disjunctive zones of
temporality. In practise, both phases merge, just as time and space, to
comprise aspects of the same expression.

The ontological bridge between the real world and the reel world is
phenomenology’s intentionality. Primal intentionality as described by
Husserl and developed by Merleau-Ponty describes phenomena as
experienced directly as a givenness through the subject-object correlation.
Folliowing from this, film intentionality can be considered as duplicated
through an experience which recaptures original primal impression and
then offers up that primal impression in a derived aesthetic experience
which itself becomes primal on an elevated remove. Originary experience
in the lifeworld is discriminatory, fueled by a natural perception designed to
facilitate practical functioning in the everyday world. Filmed imagery, on the
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other hand, unencumbered by everyday rigour, incorporates the possibility
of excess even in primordial perception because it combines the in-
difference of the mechanical eye with the human agency of the filmmaker's
|,

The truth of the film work, or aesthetic film object, demands not only formal
realisation but also, in terms of content, a certain relation to the real. The
assumption being that the real is readily given to reflective and scientific
understanding. There is an expectation that what is found in the real world
will somehow be carried over into the reel film world, the only contention
being the manner of the transterence rather than its eventuation. In fact, if
the truth of being is merely an objective given, film's proclivity for
reproduction would be the ideal tool for a scientific mirroring of the real. In
phenomenological terms, however, such objectivity is anathema. Husserl's
peculiar 'scientific' project revolves around a dynamic construction,
discovery, constitution and the efforts of intentionality. If the film work is to be
considered in this context, even with film imagery's insistent verisimilitude,
mere resemblance cannot be accredited with objective proof. Rather, what
IS represented, or reproduced, is the experience of reality through the
experience of the artwork, an experience which is at the same time
singularly unigue and universally meaningful, an experience which IS
saturated with the familiar yet visited by the strange.

The movement of film as movement-imagery allows the most thoroughgoing
explorations of spatio-temporal reality. Again, this turns out not to be an
objective reproduction but a lived experience in-depth. The intimate yet
public projection of multifaceted visual perspectives rests in the real world
but simultaneously transcends it. Filmed space is a lived space which is
both distantly viewed and bodily implicated, a vision which is temporaily
measured yet disjunctively fragmented. As much as the real is a reference
point, film itself is also a self-referential world. As filming attempts to
encompass the gamut from chronicling facts in the empirical world to the
most abstract avant-garde film, it can only succeed with that intention by
refusing to imitate concrete reality and artistically encapsulate what is the
real of reality. In doing so, film discovers and uncovers an aesthetic
meaning rather than an artistic mirror, a meaning which resonates through
unexpected visions and dislocated spaces.
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The lived world seems infinitely open and horizonally expansive whereas
the filmed world is internally cohesive and locked-off from concrete activity.
However, being locked-off does not distance the two worldly experiences.
On the contrary, what film mirrors in the objective world is its potentially
aiverse structures and myriad behaviours, none of which are tied down to
anything which is really fixed or finitely frameable. Both film and concrete
reality reflect infinite potentiality, expanding horizons a<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>