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tables that broke down the speed needed to create the illusion of natural
movement. Then, I was preoccupied by Hollywood's ability to construct the
female star as ultimate spectacle, the emblem and guarantee of its fascination
and power. Now, I am more interested in the way that those moments of
spectacle were also moments of narrative halt, near stillness, that figure the halt
and stillness inherent in the structure of celluloid itself. Then, I was concerned
with the way Hollywood eroticized the pleasure of looking, inscribing a
sanitized voyeurism into its style and narrative conventions. Now, I am more
interested in the ways in which the presence of time itself can be discovered
behind the mask of storytelling.

The paradox: new technologies are able to reveal the beauty of the cinema,
but through a displacement that breaks the bond of specificity so important to my
generation of filmmakers and theorists. Furthermore, particularly through access
to the cinema's essential stillness, new technologies allow the spectator time to
stop, look and think. This process opens up the possibility of a link that takes the
kind of theoretical reflection developed for an analysis of the still photograph to
a new relevance for the moving image. I want to try to lead to these theoretical
implications through a short summary of some aspects of the fraught, but also
productive, relationship between still and moving images in the cinema.

My opening proposition - that electronic and digital technologies have recently
had a significant impact on celluloid-based cinema - is obvious to the point of
banality. My hope here is, first of all, to bring out some of the implications for
film criticism and film history that might lie behind the obviousness. My hope is
also to concentrate particularly on how new technologies have given a new
visibility to stillness as a property of celluloid. I say 'celluloid' advisedly, as my
interest, in the first instance, has been on the interaction between the old,
mechanical technology associated with cinema and the new, electronic or
digital: that is, how the images produced by a cinema that was not conscious of
the implications of a future new technology might be affected, even enhanced,
by refraction through the new. I have been trying to imagine a dialectical
relationship here, where the old and the new react with each other to create
innovative ways of thinking about the language of cinema and its significance at
the present moment of time/history.

I started writing about the cinema and thinking about it theoretically in the
early 1970s, so a juxtaposition between 'old' and 'new' must also refer to my own
attitudes and approaches. Using new technology as a 'new horizon' to look back
at the cinema of the past has pushed me also to return to, and to attempt to
reconfigure, the main theoretical structures that have influenced my thought.
This process has been like an experiment, trying out, in changed conditions, the
theories that I have been applying to film for so long. There are three points of
departure. First, spectatorship. Radical changes in the material, physical ways in
which the cinema is consumed necessarily demand that theories of
spectatorship should be reconfigured. Second, the indexical sign. The fact that
the digital can mimic, as well as doctor, analogue images gives a new
significance to the indexical sign. And finally, narrative. Theoretical analysis that
assumes that narrative is essentially linear, dependent on cause and effect and
on closure, shifts with nonlinear viewing. All these inflections depend, above all,
on the viewer's new command over viewing technology and, most of all, the
freedom given by the technology over the pace and order of a film. As narrative
coherence fragments, as the indexical moment suddenly finds visibility in the
slowed or stilled image, so spectators hip finds new forms.

When I first started writing about cinema, films had always been seen in
darkened rooms, projected at twenty-four (or thereabouts) frames a second.
Only professionals, directors and editors had easy access to the flatbed editing

First, the problem. Does the property of indexicality, so easily and consciously
attributed to the still, tend to get lost in the moving image? And then, if stillness
does appear in the moving image, does the cinema's indexicality find a new kind
of visibility? These questions involve a return to familiar ground for photographic
theory and to some of the most well-known sites of its discussion and elaboration.
But these reflections might now have new relevance for cinematic theory.

Roland Barthes, unsurprisingly, provides a point of departure. Camera Lucida
establishes key attributes of the still photograph's relation to time. Most
particularly, Barthes suggests that as the photographic image embalms a
moment of time, it also embalms an image of life halted, which eventually, with
the actual passing of time, will become an image of life after death. In numerous
passages, he associates the photographic image with death. But he denies that
this presence can appear in cinema. Not only does the cinema have no punctum,
but it both loses and disguises its relation to the temporality characteristic ofthe
still photograph because of its movement:
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In the cinema, whose raw material is photographic, the image does not, however,
have this completeness (which is fortunate for the cinema). Why? Because the
photograph, taken in flux, is impelled, ceaselessly drawn towards other views; in
the cinema, no cloubt, there is always a photographic referent, but this referent
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shifts, it cloes not make a claim in favour of its reality, it cloes not protest its
former existence; it cloes not cling to me: it is not a spectre.'

Christian Metz also points out that the immobility and silence of the still
photograph, with its connotation of death, disappears in the moving image. To

repeat: narrative asserts its own temporality.
But Bellour goes on to point out that even if the spectator is unable to halt

time in the cinema, films can, and indeed often do, refer to stillness by direct

reference to photography within a given story:

Furthermore, 'The cinema participates in the domestication of Photography - at
least the fictional cinema, precisely the one said to be the seventh art; a film can
be mad by artifice, can present the cultural signs of madness, it is never mad by
nature (by iconic status); it is always the very opposite of an hallucination; it is
simply an illusion; its vision is oneiric, not ecmnesic:'

There are two factors here: first, the movement inherent to the
cinematographic technology as the celluloid travels through the machine,
enhanced by the camera's own ability to move; second, the conceptual and
ideological properties of storytelling. Between the two exists the 'objective
alliance' that links cinema's mechanical forward movement, the illusion of
movement and the movement of narrative. This obsession with movement has
dominated cinema from its origins (although avant-garde movements have
continually rebelled against it), and it is beginning to blur as celluloid is displaced
onto technologies that allow access to an illusion of its inherent stillness.

Raymond Bellour paraphrases Barthes' distinction between the photograph
and the cinema: 'On one side, there is movement, the present, presence; on the
other, immobility, the past, a certain absence. On one side, the consent of
illusion; on the other, a quest for hallucination. Here, a fleeting image, one that
seizes us in its flight; there, a completely still image that cannot be fully grasped.
On this side, time doubles life; on that, time returns to us brushed by death.'3

The question of fiction is central here and leads directly to the film fiction's
'double temporality: Creating a contradiction or a fundamental duality,
conflicting temporalities lie at the heart of narrative cinema:

What happens when the spectator of film is confronted with a photograph? .. ,
[T]he presence of a photo on the screen gives rise to a very particular trouble.
Without ceasing to advance its own rhythm, the film seems to freeze, to suspend
itself, inspiring in the spectator a recoil from the image that goes hand in hand

with a growing fascination [... ]
The photo subtracts me from the fiction of the cinema even as it forms a part

of the film, even if it aclds to it. Creating a clistance, another time, the photograph
permits me to reflect on cinema. Permits me, that is, to reflect that I am at the

cinema.' [... ]
As soon as you stop the film, you begin to find time to add to the image. You

start to reflect clifferently on film, on cinema. You are led toward the photogram
- which is itself a step further in the direction of the photograph. In the frozen
film (or photogram), the presence of the photograph bursts forth, while other
means exploited by the mjse-en-scene to work against time tend to vanish. The
photo thus becomes a stop within a stop, a freeze-frame within a freeze-frame;
between it ancl the film from which it emerges, two kinds of time blencl together,
always and inextricable, but without becoming confused. In this, the photograph
enjoys a privilege over all other effects that make the spectator of cinema, this

hurried spectator, a pensive one as welL'

There is the moment of registration, the moment when the image in front of the
lens was inscribed by light onto photosensitive material passing behind the lens.
This inscription gives the cinematic sign its indexical aspect, which, in turn, clraws
attention to the sign's temporal attribute giving it, in common with the still
photograph, its characteristic 'there-ancl-then-ness.'

Here, Bellour makes an important connection between the halting of narrative:
the eruption of the still and a shift in the nature of spectatorship. With the
arrival of new technologies giving the spectator control of the viewing process,
this kind of radical break can be experienced by anyone with the simple touch
of a button. The still image both makes the moment of registration
comparatively visible and creates a new space of time for the 'pensive' spectator
to reflect and experience the kind of reverie that Barthes had associated only

with the photograph.
For a cinematic story to be credible in its own terms, it asserts the power of

its own story time over the simple photographic time when its images were
registered. Now, by stilling or slowing movie images, the time of the film's
original moment of registration suddenly bursts through its artificial, narrative
surface. Another moment of time, behind the fictional time of the story, emerges

2 Just as the still frame is absorbed into the illusion of movement of narrative,
so does 'then-ness,' the presence of the moment of registration associated with
the aesthetics of still photography, have to lose itself in the temporality of
the narrative and its fictional world. There is a presence, a 'here-and-now-ness,'
that the cinema asserts through its 'objective alliance' with storytelling
that downplays, even represses, the aesthetic attributes it may share with
the photograph.
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through this fragmentation and excavation of a sequence or film fragment. Even
in a Hollywood movie, beyond the story is the indexical imprint of the pro-filmic
scene: the set, the stars, the extras take on the immediacy and presence of a
document, and the fascination of time fossilized can overwhelm and halt the
fascination of narrative progression. The newness of story time gives way to the
then-ness of the movie's own moment in history.

The fragmentation of narrative has its own critical history that pre-dates
new technology. It was the critical practice of textual analysis that first
systematically fragmented narrative film. Textual analysis generated a tension
between the coherent narrative 'whole' and the desire, as it were, to capture the
cinema in the process of its own coming into being. The segment received
privileged attention; a fragment was extracted from the overall narrative
structure of a film's horizontal and linear drive of narrative.

But in the celluloid era, textual analysis was extremely difficult to put into
practice, and only the very fortunate had access (generally limited) to 16 or 35
mm flatbed editing tables. Annette Michelson has described the 'heady delights
of the editing table': 'the sense of control, of repetition, acceleration,
deceleration, arrest in freeze-frame, release, and reversal of movement is
inseparable from the thrill of power.'"

dimensions of time and space. The pleasure in the fragment leads to the pleasure
in the still itself. Here, the pensive spectator can confront the film's original
moment of registration, revealed once the narrative'S ornament has been
stripped away. With the hybrid relation between the celluloid original and its
new electronic carrier, there is time to reflect on time itself and on the presence
of the past and on the then-ness of the photographic process. On the other hand,
however, this spectator is also 'fetishistic'. The slowing down and stilling process
opens up new areas of fascination, especially with the human figure. Certain
privileged moments can become fetishized moments for endless and obsessive
repetition, while looks or gestures can suddenly acquire a further dimension of
fascination once freed from their subordination to narrative. This new, freely
accessible stillness, extracted from the moving image, is a product of the
paradoxical relation between celluloid and new technology. It is primarily the
historic cinema of celluloid that can blossom into new significance and beauty
when its original stillness, its material existence in the photogram, is revealed in
this way. The cinema has always been a medium of revelation and, once again,
there is a paradox here. The magic of cinema has been identified, through its
history, with its ability to simulate movement. In very early film demonstrations,
this element of revelation could be built into the staging of the show. The
projection might start with a stilled image, a projected photograph. Suddenly,
the image would come to life and the magic of cinema would infuse the screen.
Now, perhaps, the magical moment, perversely and paradoxically, comes with a
reversal of direction: a new fascination comes into being when the moving
image is stilled. The new, from this perspective, allows a fresh and unfamiliar
insight into the old. Just as the early theorists of film celebrated the way that the
camera could reveal more of the world than was perceptible to the naked eye,
now the pensive spectator can discover more in the celluloid image than could
be seen at twenty-four frames per second.

Returns
Both spectatorship, my longstanding theoretical point of engagement with
cinema, and textual analysis, a key method of critical practice for my generation,
have been radically transformed by new forms offilm consumption. My concept
of the voyeuristic spectator depended in the first instance on certain material
conditions of cinema exhibition: darkness, the projector beam lighting up the
screen, the procession of images that imposed their own rhythm on the
spectator's attention. And, of course, the particular structure of spectacle the
Hollywood studios refined so perfectly. In counter-distinction, I later tried to
evolve an alternative spectator, who was driven by curiosity and the desire to
decipher the screen. The curious spectator was, perhaps, an intellectual,
informed by feminism and the avant-garde. The idea of curiosity as a drive to
see, but also to know, however, still marked a utopian space in the cinema that
might answer to the human mind's longstanding interest in puzzles and riddles.
This spectator may be the ancestor of the one formed by new modes of
consumption that open up the pleasures of the hidden cinema to anyone who
cares to experiment with the equipment available.

I have, in the first instance, attempted to adapt Bellour's concept of the
pensive spectator to evoke the thoughtful reflection on the film image now
possible by seeing into the screen's images, stretching them into new
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