
Rangarok Now : Moving Through the Interstices of Le temps du loup 

Aidan Power, University College Cork  

Michael Haneke’s Le temps du loup (2003) depicts a world that privileges the survival of the 

strongest, one where a sudden killing heralds a new world order and where reason and 

careful deliberation are diminished commodities. Privileging the motif of movement in the 

film, I will argue that the characteristic of mobility, identified by Zygmunt Bauman as ‘the 

main stratifying factor of our late-modern or postmodern times’ (Globalization) is the key 

to understanding a complex and wilfully ambiguous production. The absence of borders 

in the film’s no-man’s land setting, I will argue, does not set protagonists free, but instead 

imposes a more rigid embargo on movement than might be expected. Utilising travel and 

sociological theory, as well as textual analysis, I will interrogate the interstitial spaces of a 

film that blurs the boundaries of time, space and location and examine how Haneke wilfully 

punctures the diegesis of the world he creates. 

 

Bridging the interstice between coloniser and colonised “in glorious Technicolor”:  

Jean Renoir's The River (1951) 

Barry Nevin, NUI Galway. 

Although lauded by Cahiers du Cinéma critics upon its release and hailed by Martin Scorsese 

as one of the two most beautiful colour films ever made (the other being Powell and 

Pressburger's 1946 production, The Red Shoes), 21st century spectators unfortunately refer to 

Jean Renoir's The River with great critical reserve. Furthermore, despite the much-lauded 

appeal of the Renoir's enrapturing Technicolor palette, the appeal of the film is often casually 

attributed to the influence of his father, Impressionist painter Pierre-Auguste Renoir, and is 

rarely discussed. This is primarily a result of Renoir's apparent dismissal of the wider 

political context and social issues endemic to the colonised nation and transposition of the 

film's action onto a select group of individuals, in this case a British colonial family. This 

paper aims to locate The River at the juncture between the engaged documentary feature and 

an intimate portrayal of the immortal song of birth, death and love: through its lack of the 

stabilising presence of a star and refusal to portray the struggle of the Indian populace, 

Renoir's adaptation of Rumer Godden's novella provides us with a unique perspective on 

Eastern life which oscillates between investigative observation of the British way of life in 

India, bridging the interstice between the colonised Eastern world of the 'Other' and the 

liminal space occupied by Western Imperialist powers in order to communicate universal 

human sentiments. I shall discuss Renoir's transgression of this barrier between the colonisers 



and the colonised by specifically focusing on Renoir's addition of Technicolor to his arsenal 

of naturalist poetics. In particular, I shall discuss the strategic use of various tones of blue to 

attribute meaning to the film's narrator/protagonist, expressing the universal nature of the 

film's love story through the colour's multiple connections with concrete symbols and figures 

of Hindu culture. In doing so, I shall argue that the palette establishes the universality of the 

human condition and creates an anthropological connection between the indigenous Indian 

community, the English colonial family and the spectator through its narration of the 

protagonist's love story through formal qualities intrinsic to Hindu spiritual culture. The result 

is a much-maligned, profoundly humanist message of universal harmony achieved without 

sacrificing the qualities located on either side of the interstice. 

 

Sounds of Silence: A Comparative Study of Sunset Boulevard (1950) and The 

Artist (2011) 

Maria Wojdyło, University College Cork 

This paper will present a comparative study of Billy Wilder’s Sunset Boulevard (1950) and 

Michel Hazanavicius’s The Artist (2011) under the rubric of film sound. Focusing on a sound 

film about the silent era and a silent film about the emergence of talkies, my main aim is to 

identify and juxtapose the transitions of forming and deforming the meaning of sound 

through an analysis of the facial acting and “silent” sounds that are used in both films. 

Elaborating on one of the most memorable statements made in Sunset Boulevard, “We didn’t 

need dialogue, we had faces” (Norma Desmond), I will address both the pivotal role of 

expressionistic acting in silent films and the reduction of body language and overexpression 

in the sound era, most obviously through the use of dialogue. While the narrative of Sunset 

Boulevard unfolds through conversations and voice-over narration, the film constantly refers 

to the silent film period, it employs an expressionistic aesthetic reminiscent of the silent era, 

and the film’s narrative is ultimately and historically enhanced by its biographical elements. 

Different sound transitions are presented in The Artist, in that it is a contemporary silent film 

with a number of significant exceptions that further problematise the silence/sound boundary. 

As well as drawing attention to these instances (wherein sound is present), the treatment of 

the protagonist’s figure—for example, the distortion of his face on one occasion, and the 

phantasmagoric use of imagery on another—will be explored. Specifically, and through my 

textual analysis, I will examine the connections between face, acting and sound, and how 

they interchangeably and interstitially form cinematographic meaning in both films. In this 

paper, I will point to the use, the fear, and the implementation of sound and, at the same time, 



I will indicate the intertwined meaning of a face in the context of acting, the past, and the 

perception of it as a tool to utter sounds. 

 

From Silent Cinema to a Cinema of Silence 

Katherine Waugh, Filmmaker and writer 

I will address the emergence of a new aesthetics of silence in recent cinematic practice, 

focusing primarily on the relationship between films made for theatrical release and those 

produced for a gallery context. Taking Bresson’s “The sound film invented Silence” as a 

starting point, I will explore the ontological shifts which have emerged through the work of 

directors such as Bela Tarr, Sharunas Bartas, Philippe Garrel and Alexander Sokurov, 

locating a specific conceptual genealogy traced through Tarkovsky, Antonioni and Godard, in 

an attempt to redefine conventional differentiations between Sound/Silence/Image. How are 

the experiments taking place in cinematic acoustic space today to be contextualised, and how 

important are the formalist investigations of artists such as American James Benning and the 

Belgian David Claerbout? What creative interstices are being produced in these terrains 

vagues? Sergei Paradjanov said “I think the best filmmaking would be for the deaf and dumb. 

We talk too much, there are too many words”. In an age of compulsive communication, how 

are contemporary filmmakers negotiating the complexities of the sound/image disjunction? 

Artists such as Benning are interested in the ‘spatialisation’ of time, using sound and silence 

to draw people into an experience of ‘pure duration’; others use silence to explore temporality 

through an aesthetic of early cinema, yet use increasingly complex technologies. Abstracted, 

fragmented soundtracks represent an important aspect of this recent aesthetic of silence 

(‘silence’ in this sense being an ‘active’ principle within our understanding of what sound is, 

and thus including sounds which are used in Deleuzian terms to ‘disengage’ speech and 

sound from conventional cinematic forms), and they in effect reposition silence as a central 

concern in contemporary filmmaking, facilitating the questioning of spatial, temporal and 

perceptual conventions. My theoretical references will be Deleuze, Blanchot, John Cage and 

Beckett. 

 

“And then the music composer joined the crew”. 

José Sánchez-Sanz, Universidad Europea de Madrid 

One of the novelties that arrived with the “talkies” was that the dream about having an 

original music score synchronized to a film had become a reality. The silent film musical 

issues were put to rest; struggles among filmmakers and composers, live performance 



troubles, endless rehearsals to get each a little part of the score written on the right place and 

in the right time. When Don Juan was presented before an audience, the original score 

written by William Axt was previously recorded and mechanically synchronised to the action 

in a way that freed the audience from distracting mistakes. Then The Jazz Singer appeared on 

scene and the characters showed that they could sing and dance accompanied by music. It 

was the time for a new partner on the film industry; the film music composer. The Cue Sheet 

era was over at last, and along with it the melting pot of various musical styles and composers 

of different periods. Sound in film brought a new era of original music, written by pioneers 

from around the world, seeking the new opportunities that Hollywood had to offer. The new 

film composer was conscious of his role in the great machinery of this new film industry. 

They took their music tradition from overseas into the new world, and fill the plots of the 

Golden Era with melodic and orchestral colours. Most of them were aware of this role, others 

caught on fast and would eventually watch their names written in film history in the credits of 

each films and the history of film industry where they had left their mark settling the grounds 

for the following generations. 

 

“God Hates Fangs”: Southern Stereotypes in the Opening Credits of True Blood 

Donna Maria Alexander, University College Cork 

This paper focuses on southern imagery presented in True Blood’s opening credits. The 

Emmy-nominated title sequence was created by Digital Kitchen, the production studio also 

responsible for creating the title sequences of Six Feet Under and Dexter. While the Digital 

Kitchen website states that their “goal was to make something like none other on television,” 

I argue that the opening sequence of True Blood, which is certainly visually compelling and 

faithful to the themes and issues of the show, is another generic and conventional montage of 

the South. The creators aimed to use docu-style techniques to create a montage of the 

American South. While it does conform to some traditional documentary conventions such as 

the use of archival footage, set up scenes and “real” footage”, the sequence is also embodies 

the show’s director, Alan Ball’s vision of a “pulpy romp” that intersperses the real with the 

constructed as well as injections of satire, parody and surreal aspects that reference the show 

itself. This paper examines the intersecting styles, genres and techniques used to create the 

opening credits and the impact they have on the representation of the South. 

 

Subtitles, foreignness and “the problem of universal appeal” of film 

Dionysios Kapsaskis, University of Roehampton, London 



This paper looks into subtitles as an element that complicates the semantics and aesthetics of 

films when they circulate across linguistic/cultural borders. Thanks to subtitles and other 

forms of audio-visual translation such as dubbing, films travel from centres of cultural 

production to the cultural “periphery” and in the reverse direction. On the one hand, 

“peripheral” non-Anglophone audiences become receptive e.g. to Hollywood by means 

of processes of naturalization that take place in subtitling and dubbing. On the other hand, the 

resistance to the foreign, especially in the Anglophone world, finds its emblematic expression 

in the instance of subtitles, with their connotations of artiness and distance. Audio-visual 

translation thus traces lines of cultural and linguistic dominance, while helping to redefine 

perceptions of foreignness and domesticity. The paper argues that watching films with 

subtitles places all audiences, whether in dominant or peripheral locations, at the intersection 

between a narrative assumption and a global reality. The narrative assumption, often 

encouraged by the film, is that it is possible to organize space-time coherently and produce 

visions of the real that are universally valid (pace Paul Rotha’s fears that cinema was losing 

its “universal appeal” in the early 1930’s). The cultural reality, suggested by the subtitles, is 

that films do not circulate freely, but follow predefined paths between centres and peripheries 

giving rise to different perceptions of the foreign and ultimately questioning the universality 

of the visions represented in the film. Drawing on examples from Pasolini’s Decameron, this 

paper will articulate a framework for the critical study of this form of media translation 

between image and narrative. 

 

Subtitling the Time-Image 

Niall Flynn, University College Cork 

Subtitling is the dominant means of filmic translation, and a necessary mediation for 

the viewer of foreign language films, but Film Studies has not adequately theorised the 

characteristics of subtitles as a formal process within the film. This paper, based on research 

for a Masters thesis, considers subtitles in terms of their formal properties and uses Gilles 

Deleuze’s framework in order to think about the effects that subtitling produces on the film 

text and its reception. 

 

 

 

 

 



Aestheticising the Interstice in Pedro Almodóvar’s The Skin I live in (2011) 

Abigail Keating, University College Cork 

While highlighting Pedro Almodóvar’s hybridising of physical, psychological, generic, 

corporeal and ideological spaces throughout his oeuvre, and the constant self-referentiality 

present within his cinema, this paper seeks to engage with the aestheticisation of interstitial 

spaces in The Skin I Live in, from 2011, and to interrogate the possibilities of new interstitial 

spaces emerging from a break-away from the conventions of his own filmmaking. 

Specifically, I am interested in the intermediality on which The Skin I Live in functions both 

stylistically and within the realm of its narrative, and how it assists in creating a complex 

balance of pleasure and visual “un-pleasure”. 

 

Fictional Authenticity: Myth and Music in Gus Van Sant’s Last Days (2005) 

Jessica Shine, University College Cork 

This paper examines the role of myth and music in Gus Van Sant’s Last Days (2005). The 

film is based on imagined events of Kurt Cobain’s suicide and relies heavily on our ability to 

identify Blake as Cobain. This is achieved through a number of markers; his guitar style is 

identical and his singing voice is so close to Cobain’s that they are almost inseparable. Blake 

plays music on his own, in isolation, away from the adoring crowds. His music is both 

cacophonous, (mixing noise, reverb and screams), and conversely quiet and melodic, 

(utilising only his voice and an acoustic guitar), qualities for which Cobain himself was 

doubly celebrated. I analyze how the music maps Blake onto Cobain in a way that is so 

imitative that it actually reveals the mythology surrounding the singer. In this reverential 

imitation of Cobain’s music and character the film arguably endorses the myth of the tragic 

rock hero. I will contend, however, that the film actually never attempts to probe into the real 

Cobain but deliberately peddles the Cobain myth with the effect of exposing the mythology. 

Ironically, the audience reception of the film suggests that many viewers took the myth at 

face value as an authentic portrait.  

 

An Abject Masculine: Representations of Masculinity in the Films of 

Nicolas Winding Refn 

Aoife O’Connor, National University of Ireland, Galway 

This paper will examine the representations of masculinity in the films of Nicolas 

Winding Refn, focusing specifically on elements of the abject and the grotesque. 

Present in Refn’s films (The Pusher Trilogy (1996, 2004, 2005), Bronson (2008), 



Valhalla Rising (2009), Drive (2011)) are protagonists who rail against traditional 

notions of masculinity. The Refn male is a predominantly transgressive with whom 

audience identification is constantly frustrated. That Refn discourages the audience 

to identify with his protagonists is indicative of his dissociation from prescribed 

filmic conventions, creating instead a fissure inhabited by atypical characters. Such 

deviation from normative representations results in these protagonists occupying 

a space on the periphery of established cinematic paradigms, an interstice, where 

elements of the abject and the grotesque can be observed. The abject, as exemplified by Julia 

Kristeva, is traditionally associated with the feminine. This paper will explore the ways in 

which it can be applied to the Refn model of masculinity, investigating what elements of the 

abject are present in each film and how the abjection of the protagonists is accomplished. 

Moreover, a treatment of the Refn male in terms of the grotesque, as exemplified by Mikhail 

Bakhtin, will also be used to highlight the transgressive nature of the protagonists. 

As previously stated, the abject is traditional associated with the feminine form. 

Its application to the masculine form infracts conventional theoretical archetypes, 

creating an interstitial framework. By examining these films through an abject lens, 

an understanding can be gained into how the films of Nicolas Winding Refn deal with 

masculinity. 

 

Gear Change: Nicholas Winding Refn’s Drive (2011) as Interstitial Cinema 

Deborah Mellamphy, University College Cork 

Trailers for Nicholas Winding Refn’s Drive portray the film as a non-stop violent car-chase 

film that utilises stereotypical Hollywood action genre conventions, archetypal characters and 

that appeals to a mass-market, similar to the recent The Fast and the Furious series. In these 

trailers, the film appears to conform to Matthias Stork’s concept of “Chaos Cinema”, an 

action genre that has become hyperactively confusing over the last decade. However, the film 

transgresses genre, performance and aesthetic expectations as it contains conventions from 

both Hollywood action cinema and European arthouse cinema, allowing the film to occupy 

an interstitial position between the two modes. This paper will comment on several key 

scenes that feature sudden shifts in editing and tone, as Refn’s film features jarring moments 

of both extreme violence and tenderness. This dichotomy is also captured in the main 

character’s split personality, Hollywood stunt man and car mechanic by day and getaway 

driver by night, as well as its contemporary setting that is heavily influenced by 1980s 

aesthetic, architectural and musical elements. I will trace the wide range of conflicting 



influences on the film’s production, commenting on Refn’s background as a Danish director, 

best known for his Copenhagen-set Pusher trilogy and the film’s screenwriter Hossein 

Amini, Iranian screenwriter of a 1996 adaptation of Jude the Obscure and The Wings of the 

Dove (1997). In addition, I will discuss the star persona of Ryan Gosling, who, similar to 

Drive’s transgression of the mainstream/arthouse dichotomy, appeals to both audiences. I 

argue that the film’s many sudden shifts between conventions of slower paced cinema, akin 

to drama and “slow cinema”, to ultra-violent, rapid paced action sequences is representative 

of a contemporary postmodern bombardment of a wide range of conflicting images. 

 

Dracula in the vanguard: the unstable spaces of Portabella’s Cuadeduc, Vampir 

Glenn Ward, University of Brighton 

This paper explores the uncertain, vacillating cultural location of Pere Portabella’s Cuadeduc, 

Vampir (1970). Difficult to categorise, Portabella’s film may be loosely described as an 

avant-garde ‘making of’ film. Shot on set while Jesús Franco directed El Conde Dracula, 

Portabella’s work opens with a title card erroneously explaining that it is based on Franco’s 

“Hammer” film; this error is perhaps based on the fact that Count Dracula is played by the 

Hammer stalwart Christopher Lee, but implies that Franco’s film could not escape the 

shadow of a ‘mainstream’ paradigm so entrenched that it could be taken as a style in its own 

right. In fact, Franco’s piece has few formal parallels to the output of the Hammer studio. 

Portabella’s film then proceeds to offer a ‘behind the scenes’ account of Franco’s. Though 

barely a documentary, Cuadecuc contains shots of Franco’s star Soledad Miranda having 

make-up applied and relaxing between takes, and Christopher Lee reading out from a copy of 

Dracula (apparently demonstrating in the process that the original film, which purported to be 

the first faithful Stoker adaptation was indeed closely based on Stoker). Yet it eschews any 

pretence of documentary ‘objectivity’, proving eerier than anything that El Conde can muster. 

The high contrast black and white, virtually dialogue-free film plays as a radical re-imagining 

both of Franco’s film and  the horror genre: narrative, though not abandoned, is dominated by 

sustained shots of El Conde’s mise-en-scene. Thus Portabella’s film presents a challenging 

combination of uncanny atmospherics, deconstructive strategies and ‘making of’ tropes, and 

is therefore usually celebrated as a critical appropriation of popular/trash culture by an auteur 

of the radical Barcelona School. In this respect the film is usually framed in terms of a ‘great 

divide’ between high/low or trash/avant-garde culture. I will argue that Portabella’s 

positionality may be less stable than such an apparent rift might imply. Cuadecuc is 

Portabella’s most well-known work because of its link to a cult exploitation filmmaker with 



whom Portabella may be said to have collaborated; the Barcelona movement to which 

Portabella was connected maintained a complex, negotiated relationship to popular genre 

cinema and specifically to the Spanish horror boom of the late ‘60s/early ‘70s; the notion of 

Portabella as a deconstructive appropriator of a second-rate genre product ignores the extent 

to which the ‘trash’ side of the divide may itself contain self-critical, deconstructive 

strategies. 

 

Adaptation (2002) - in the interstice of classical and modernist cinema 

Steffen Sven, Bauhaus-Universitat 

In Adaptation (2002) by Spike Jonze (director) and Charlie Kaufman (screenplay) two image 

regimes clash head-on. Thereby the movie places itself between the aesthetic styles of 

classical Hollywood and (European) modernist cinema. Rather than privileging one regime 

over the other, Adaptation challenges the assumed mutual exclusiveness of classical and 

modernist film aesthetics. Thus it opens up an interstice, which paves the way for a unique 

image regime: neither classical nor modernist, but born out of the legacy of both. In the 

paper, it is argued that this third image regime is foremost characterized by its 

multidimensional approach to cinematic temporality; or more precisely, in its ability to create 

a unique equilibrium between the linearity that characterizes classical cinema and the 

nonlinear ruptures of modernist cinema. The aim of the paper is to demonstrate that 

Adaptation is a prime example of the growing image regime of ‘complex narratives’ (Simons 

2008), because it conducts a metafilmic examination of how a new generation of filmmakers 

waver between classical and modernist ideals of science, philosophy and art. What the movie 

ultimately calls for is a new conception of cinematic temporality able to incorporate and 

thereby transcend both aesthetic paradigms; a project that in the movie ultimately fails. It will 

further be suggested that the classical-modernist dichotomy is manifest in contemporary film 

studies in the conflict between Bordwellian cognitive-formalist film science and Deleuzian 

film-philosophy. Whereas the former argues for the ‘naturalness’ of classical Hollywood 

conventions, the latter argues for the transgressive powers of modernist cinema. It is 

ultimately suggested that the future of film studies may not lie in the victory of either of these 

perspectives, but – as suggested in Adaptation – be found in a creative reconfiguration of 

both in the search of a multidimensional conception of cinematic temporality.   

 

Spectatorship in the Interstices: Complex Narratives and Inter-textuality in 

Contemporary Cinema 



F.E. Pheasant-Kelly, University of Wolverhampton 

Conventional narrative film exhibits a temporal-spatial coherence and causal-logic that 

positions the spectator in known places within the narrative usually through conventions of 

subjective camera, close-ups of the protagonist and other strategies that generally aim to 

suture the viewer into the diegetic world. More recently, filmmaking has undergone changes 

that position the spectator in between narratives. First, this may occur in the production of 

texts possessing a distinct subtext that reflects other films or real mediated events. This 

causes the spectator to oscillate between the film’s diegetic spaces and those of the real 

events - for example, in the science fiction-fantasy Avatar (Cameron, 2009), the spectator 

hovers between a fictionalised world and the events of 9/11 and the war on terror to which 

the film clearly alludes. Second, the last decade has also witnessed an escalation of 

increasingly complex narratives that depart from single-stranded, clearly defined narrative 

realms, the spectator frequently caught between two or more different narrative spheres as the 

film’s various plotlines intersect. Often, appearances are not what they seem, and such 

narratives have the effect of firstly confusing the spectator and then providing further 

challenges in their narrative incoherence. Consequently, audiences increasingly occupy 

unstable spectator positions in these contemporary cinematic interstices. Often, such 

instability correlates with the mental state of the protagonists, who tend to display symptoms 

of confused identity or mental illness, for example, Shutter Island (Scorsese, 2010), Memento 

(Nolan, 2000) and Inception (Nolan, 2011). Engaging theoretically with studies of narrative 

by David Bordwell, Thomas Elsaesser and Warren Buckland, and examining a range of 

relevant films, this paper thus considers spectator positions in the interstices of inter-textual, 

inter-medial and complex narratives in contemporary cinema. 

 

From Wildfire to FUIs: the special effects of the control room, 1971-2011 

Cormac Deane, Institute of Art, Design and Technology, Dublin 

I propose an analysis of cinematic control rooms from the 1970s to the present. With a 

primary focus on the fictional user interfaces (FUIs) designed by Mark Coleran for films such 

as The Bourne Ultimatum (2007), I identify the screen of the computer terminal as a key site 

of action in genres such as science fiction and action. In contemporary screen narratives, the 

computer terminal and what it displays have become central to narrative development, while 

they have also created a sense that the work of computation per se is a powerful driver of 

events in human affairs. In other words, these embedded screens display how technology is 

imagined in popular culture as having autonomous agency. Indeed, the screen itself is figured 



as having a degree of agency. For these reasons, the embedded screen and the special effects 

that are displayed on it have become a central problematic in screen studies.  

I trace a genealogy of the control room from Douglas Trumbull’s Wildfire facility in The 

Andromeda Strain (1971) to the motion graphics sequences of Coleran, which appear in 

Tomb Raider (2001), The Island (2005), Mr and Mrs Smith (2005), Mission Impossible 3 

(2006) and Deja Vu (2006), among others. Changes in cinematic control rooms reflect the 

shift from the certainties of Cold War conflicts to battles with much more adaptable, shifting, 

evanescent, networked combatants, such as special operations forces and ‘terrorism’.  

Coleran’s FUIs are celebrations of the (fictional) capabilities of software above all. In parallel 

with this, pieces of hardware (vehicles, bodies, weapons, screens themselves) increasingly 

need to be complemented by an on-screen representations of computation. Real-life actions 

are given fullness by their representations on embedded screens, which are in constant flow 

and seemingly pulsing with life. The special effects of Coleran’s screens seem to display 

qualities that are valued by systems theory (e.g. Niklas Luhmann) and Actor-Network-Theory 

(e.g. John Law, Bruno Latour), such as mobility, decenteredness, adaptability, spontaneity, 

autopoiesis and connectedness. 

 

Reel Fiction?: An Analysis of the Italian Propaganda Film Camicia Nera (1933) 

Pierluigi Ercole, University College Cork 

Directed by the Italian playwright Gioacchino Forzano and produced to celebrate the tenth 

anniversary of the ‘March on Rome’, the insurrection by which Benito Mussolini came to 

power in October 1922, Camicia Nera (Black Shirt) was the first attempt by the Italian 

Fascist regime to produce a highly politically charged film that combined newsreels footage 

with a fictional plot.  In its attempt to show a ‘summary of Italy’s history from 1914 to 

1932’ Camicia Nera incorporated a fictional narrative depicting the vicissitudes of a 

blacksmith’s family with long sequences of documentary footage that showed the rise to 

power of Mussolini’s regime. The ‘film of the fascist passion,’ as it was described by an 

Italian newspaper, had an impressive launch in 1933 when it premiered in 22 Italian cities 

and was widely distributed abroad. In this paper I will analyse the relationship between 

fictional and non-fictional elements of the film and investigate its distribution and reception 

in Ireland and Britain.    

 

Interstices between fiction and documentary in contemporary cinema: En 

construcción and Foreign Part as a case study. 



Fernando Canet, Polytechnic University of Valencia 

The interstice between fiction and documentary is the main focus of this paper. We are 

talking about the movies, regardless of the genre in which they are classified (either in fiction 

or documentary), that have their reference in reality and believe in its ontological power. 

Movies that can be an example of what Elsaesser and Hagener in their newest book, Film 

Theory an introduction through the senses (2010), have recently described as “cinema as 

window”. The cinema as window, as noted by Elsaesser and Hagener, “defines the essence of 

cinema in terms of its ability to record and reproduce reality and its phenomena, including 

aspects which are invisible to the naked human eye”. Movies that can also be classified 

among what Rhodes and Springer, in their book Docufictions. Essays on the intersection of 

Documentary and Fictional Filmmaking (2006), define as “a rich corpus of hybrid texts 

which show, in increasingly self-conscious, even generic ways, the creative merging and 

synthesis of documentary and fictional narrative cinema”. To illustrate what has just been 

stated, we shall focus on two contemporary movies which have been recognized at numerous 

prestigious international festivals, En construcción (Work in Progress) made by Guerín in 

2001 and Foreign Parts made by Verena Paravel and J.P. Sniadecki in 2010. Even though 

both have been classified as documentaries which borrow strategies to dramatize the contents 

narrated from fiction. Thereby, these kinds of movies blend, as Nichols said in his well-

known book Representing Reality (1991: 220), “the observing eye of documentary and 

intersubjective identifying strategies of fiction”. We shall endeavour to unravel the process of 

constructing film and the formal aspects that allow the essence of reality to be revealed on 

screen. This is meant to address the kind of arrangement that should be established with it, 

how it should be looked at and – therefore– filmed, in order that it may provide the desired 

results; because, and according to Guerin, “if you know how to look at reality and you know 

how to agree with her, she is generous and will never disappoint you”. 

 

Historical Films in the Interstices of Fiction and Documentary 

Claudia Bossay, Queens University Belfast 

It has been pointed out that the difference between fiction and documentary lies in the fact 

that in the latter, the subject needs to have a real-world existence (Ward: 2005), whereas in 

the former it could be invented. Of course this is not a straight forward distinction. However 

where do historical films and bibliographical films lie? Tradition classifies them as part of the 

fictional world; however they are referring to real world places, events, and characters. More 

often than not, fiction films that depict historical times when cinema or even photograph 



existed, imitate the codes from the real world based on the images of that time. Furthermore, 

directors of fiction and non-fiction films emulate each other while portraying periods that  

have become screen classics. Added to this, if there nothing inherently ‘fictional’ about 

narrative structure and the editing styles that have developed with fictional narration, then the 

definition of biopic and historical films is not based on form or style, but rather on purpose 

and context. In this way, historical films fall in the interstices between the traditional 

distinction of fiction and non-fiction and the context becomes the defining element (as it 

tends to do in historiography itself). This paper will evaluate how historical films from 

different contexts such as Hollywood, English and Irish films, selected Avant-garde 

movements, and Third World films (for lack of a better term) represent historical events. It 

will also focus on the idea of the purpose of the historical recreation and how the 

commitments to particular readings of the past, as in most of Third Cinema examples, 

become a fuel for historical accuracy and filmic mastery. Therefore, a style of classification 

for historical film, bibliographical films, historical documentary and all the possibilities 

within follows what has been produced, rather than on purely geographical or pre-existent 

genre categories, but following the types, commitments and historical reflexion in the films. 

 

New Orleans after Katrina: Fiction and Nonfiction 

Delphine Letort, University of Le Mans 

This paper will fathom the interstices between fact and fiction explored by the two parts of 

Spike Lee’s documentary series (When The Levees Broke: A Requiem in Four Acts, 2006 and 

If God is Willing and Da Creek Don’t Rise, 2010) and the first two seasons of the television 

drama series Treme (2010, 2011) created by David Simon and Eric Overmyer. Through a 

comparison of the two films we will pinpoint how the blurring of the boundaries between the 

genres affect the political discourse of the films. The two parts of the documentary series 

complete each other on a narrative level and introduce characters whose faces crop up 

throughout the films, thereby unfolding individual idiosyncrasies that contribute to sustaining 

the viewers’ attention. Not only are they easily identified as social actors whose fate arouses 

anxious curiosity by the end of When the Levees Broke: A Requiem in Four Parts, but the 

series’ dramatic intensity derives from the relationship of familiarity which the films develop 

with some of the interviewees. If God is Willing and Da Creek Don’t Rise begins with a 

prologue by Phyllis Montana Le Blanc, who appeared as a charismatic woman in the first 

film which opened up a career in acting for her since she now plays a role in Treme – the film 

series produced by HBO which unfolds in New Orleans after Katrina, thus producing an 



interesting blend of facts and fiction. While Spike Lee introduces cinematic techniques in the 

made-for-television documentary, the fiction drama series borrows from the documentary 

film tradition to dramatize the fate of its characters. Both films contribute to shaping our 

memory of Katrina and we will strive to assess how the interstices between fact and fiction 

that sustain the blending of the genres impact the socio-historical discourse produced. 

 

Picturing a National Coming-of-Age in Peter Carstairs’ September 

Pauline Marsh, University of Tasmania, Australia. 

Disarmingly beautiful, Peter Carstairs’ September (2007) is a coming-of-age film which tells 

the story of a cross-cultural friendship between two young boys in 1968 rural Australia. Set 

against the turbulent backdrop of the introduction of the Federal Pastoral Industry Award, 

which provided for the phasing in of equal wages for Aboriginal pastoral workers, September 

pictures two youths, Ed and Paddy, transitioning from an idealised childhood into a troubled 

adult world. Non-indigenous and indigenous respectively, Ed and Paddy’s relationship speaks 

distinctly to a settler-nation grappling with the complexities of reconciliation. Through a 

close reading of the film this paper demonstrates the interconnections between this work of 

fiction and Australia’s national reconciliation process. I examine the cinematic interstice that 

the two youths occupy, and the moral and political dilemmas they encounter. While 

celebrating youth’s untold possibilities for good September makes assumptions about youth,  

nature, innocence and purity that become problematic when contextualised in past and 

present Australian race-relations. Despite this, the film sends a strong message of hope for the 

future of settler-Aboriginal relations and the resolution of indigenous inequities, and 

encourages an optimistic reading of reconciliation as a national coming-of-age. 

 

Performance and Affective Realism in Contemporary Brazilian Cinema 

Ramayana Lira, Universidade do Sul de Santa Catarina, Brazil 

The restricted vocabulary that is often applied to discuss Contemporary Brazilian Cinema  

(aesthetics of hunger, marginality, national allegory, identity, bad consciousness) reveals a  

sort of generalizing approach that ignores the films' singularities and overlooks diverse  

affiliations. The films made by a younger generation bypass “traditional” themes like urban  

violence and historical revisionism and are not concerned with “images of Brazil”, pointing  

out to a post-identity politics that goes beyond narratives of nation, class or gender. One of  

most prominent features in these recent works is a questioning of the status of the image,  

which vacillates between fiction and documentary without a point of resolution. This  



vacillation can be understood in terms of the performative nature of films like Os Monstros,  

O Céu Sobre os Ombros and Avenida Brasilia Formosa. Such films are centered around  

improvisations that open up the image to the “real”, an opening that seems to be in tension  

with the formal qualities of each work (elaborated framings, editing, cinematography).  

Therefore, these films produce a space between fiction and documentary, between reality  

and artifice that is productive and politically charged. This proposal aims at discussing this  

“Brand New” Brazilian Cinema (Novísssimo Cinema Brasileiro) and the performative force  

of its “affective realism”. No longer a referent for a sociological “truth” about Brazilian  

society, realism is taken as something that the image  does, i. e., as an affect that  

challanges the viewer's response-ability. Drawing on theories by Baruch de Spinoza, Henri  

Bergson, Gilles Deleuze, Marco Abel and Steven Shaviro, this paper assesses the political  

relevance of the the notion of realism, in its relationship with affect, in order to propose a  

new vocabulary to understand the works that are being made by the young filmmakers in  

Brazil. 

 

From Here to Nowhere: Passages in Contemporary Brazilian Cinema 

Alessandra Brandão, Universidade do Sul de Santa Catarina, Brazil 

At the turn of the 21st century, and so far along its first decade, Brazilian Cinema has 

incorporated much of the contemporary context of human circulation and dispersion in its 

productions. A significant number of narratives of displacement have filled the screens with a 

disquieting sense of loss and uncertainty, showing young characters in their struggle to resist 

immobility, when the world seems to be pushing them towards a new (dis)order. In the 

attempt to define their own paths then, these characters undergo both physical and subjective 

journeys that confounds the interstices between their inner self and the outside world, the 

inside and the outside, the here and there. Films like Suely in the Sky (2006), Camila 

Jam (2007), The Famous and the Dead  (2009) and The Road to Ythaca (2010), for instance, 

encompass passages, a constant desire for transition, at the same time that they blur the limits 

of the horizon, for in such films the impulse to move seems to be more important than 

reaching a specific destination. Being in-between, thus, accounts for the characters' subjective 

turmoil, which also defies self-contained notions of home and belonging, creating a whole 

new map of possibilities that entails affect and invites the spectator to share what these films 

construct as e-motion. In this regard, theories of affect and deterritorialization, thought by 

Deleuze and Guattari, for instance, are important tools to understand the idea of passage in 

the new configurations of Brazilian Cinema in its recent portrayal of young generations.   



 

Transnational Cinema – Opportunities and Transgressions 

Kyle Barrett, University of the West of Scotland 

‘National cultural identity is a problematic notion. It is often used in undemocratic senses, 

and assumes that cultures are homogenous, which is outdated in an era of multiculturalism 

and hybridity’ Hugh McKay, (2000: 76). 

This paper will examine some of the ways in which transnational cinemas are developing 

and addressing the opportunities and potential pitfalls of making films in a world which is 

increasingly interconnected. Digital filmmaking has facilitated a globalised form of film 

production for independent filmmakers achieving international audiences through the use of 

internet resources and social media such as YouTube, Facebook and Twitter. Easily 

accessible and affordable technologies now allow almost anyone to become an amateur 

filmmaker, and have also accelerated the growth of distinctive national film cultures in areas 

of the developing world like Nigeria. However, there is an abiding tension between issues 

and representations of national identity and the demands and possibilities of 

global/transnational production, distribution and reception. The dynamics of the relationships 

between the opportunity/requirement to co-produce in international projects and the 

desire/requirement to develop transnational cinema projects demands some examination. In 

working across boundaries, to what extent can a filmmaker or a film project remain “true to” 

– or even be said to have - a given national identity? Crossing geographical and cultural 

boundaries, leads to the ‘...impossibility of assigning a fixed film’s place of production and/or 

setting and the nationality of its makers and performers...’ (Ezra & Rowden, 2006: 1). 

Many currents of European cinema must be seen in this globalised capacity. The long track 

record of broadcast and cinematic co-production between the Nordic nations has created an 

intriguing landscape of collaboration across national frontiers. The Dogme’95 movement 

combined an inventive approach to revitalising independent production on a budget, and an 

embracing of digital technologies which arguably fulfilled its aim to serve as a latter-day 

New wave and inspired independent filmmakers around the world. Since Lars Von Trier’s 

Breaking the Waves (1996), which set the scene for the Dogme movement, Scotland has been 

a frequent collaborator with the Danish film industry and the established and developing 

partnership between Zentropa and Scotland’s Sigma films has led to initiatives like the 

Advance party which represent a distinctive approach to developing transnational cinema. 

 

Cinema's most recent 'transitional era' and Peter Kubelka’s Was ist Film?  



project. 

Daniel Fitzpatrick, NUI Galway 

In their introduction to Rethinking Media Change (2003) David Thorburn and Henry  

Jenkins attempt to establish an 'aesthetics of transition', outlining commonalities  

within various moments of technological change. 2011 was a significant year for the  

cinema, a tipping point during which digital cinema screens began to outnumber their  

analogue counterpart. As we reach the end then of our most recent 'transitional era' we  

may now finally be able to gain a clear idea of what wider impact the digital transition  

has had on how and what we experience as cinema. 

As this transitional era was initially beginning to reveal itself in 1995 Lev Manovich  

addressed the subject in his article “What is Digital Cinema?” For Manovich digital  

cinema would help introduce profound and fundamental changes in the functions and  

structures of cinema, in particular the digital revolution would help destabilise the  

dominance of the “Super-genre” of “fictional live-action film”. What we now see  

however is that the transition into a digital cinema has been more clearly defined by  

continuity than difference. At the level of exhibition, the level at which we experience  

digital cinema, we are expected to exist in two contradictory states, on the one hand,  

digital cinema's changes are meant to be invisible, go unnoticed (“digital cinema is  

every bit the equal of its analogue equivalent, you won't notice the difference”) and, on  

the other, we are meant to be wowed by its difference (sharper, clearer, more colours).  

What is clear however is that there is little evidence that digital cinema has managed  

to significantly destabilise Manovich's “Super-genre” which if anything has only  

become more entrenched. While noting the continuities between the cinema that preceded a 

digital cinema and its current future we can also note that these continuities represent just one 

cinema, one of many, and a narrowly constructed configuration at that. At the same moment 

as this transitional era was beginning the filmmaker Peter Kubelka created, for the  

Austrian Film Museum, a filmcycle (an on-going programme of films) which looked  

through the history of film to date in order to present an argument for cinema as an  

“unfinished project”. This curatorial project seems almost an act of defiance in the face  

of an emerging digital cinema as it is represents most everything that a digital cinema  

is not. The cinema Kubelka describes is an overtly medium specific one and the  

curatorial project he oversaw, and which continues to play to audiences today, does  

not exist easily either across media boundaries or across temporal and spatial  

boundaries (characteristics that would define the potentials of a digital cinema). We  



should also ask then, at this important point of transition, what are the futures for this  

cinema that Kubelka describes within an environment that is now dominated by the  

digital and also what does it reveal to us about what precisely might be at stake within  

this transition?           

 

Interactive spectatorship: interactive-image and the cinema space 

Sarah Arnold: University College Falmouth 

In response to Deleuze’s time-image of Cinema 2, Kirstin Daly, proposes an alternative 

concept: Cinema 3 (Daly, 2010). For her, Cinema 3 is that of the interactive-image, a cinema 

of the user. She refers to the means by which digital media encourages interaction with 

texts. Following D. N. Rodowick’s claims that “the spectator is no longer a passive viewer 

yielding to the ineluctable flow of time, but rather alternates between looking and reading 

as well as immersive viewing and active controlling” (Rodowick, 2007: 177), Daly proposes 

the term ‘viewser’. This ‘viewser’ is not a spectator, viewer, or user, but an integration of all: 

the spectator of cinema, the fragmented viewer of television, and the active user of social 

media. Daly’s essay focuses on texts which intentionally produce this interaction through 

narrative devices and the fan groups who are sophisticated interactors with extra-filmic 

textual materials. However, it is not simply fans that seek out such extra-filmic material 

and information. Those who might criticise, those who might be indifferent, and those who 

are simply part of an online community forum, all equally participate in the production of 

meaning and context. However, despite the expansive interaction with cinema and film 

afforded by online environments, the extent to which this transforms cinema spectatorship 

itself is unclear. The cinema space and online environments remain somewhat distinct. 

Whereas private (home, personal) spaces allow for interaction with the screen text via 

platforms such as Twitter, and in the case of Ireland, Boards.ie, the cinema space remains 

formally separate from immediate interactivity, maintaining its position as the hallmark of 

film experience. This paper considers the ways in which the cinema space can potentially 

co-exist with online spaces, thus encouraging interactive immediacy. This has potential 

pedagogic value, as it encourages not only causal or informal interactivity, but critical and 

intellectual participation with the screen text. Yet, it also poses questions about the practice 

of cinematic space itself and whether interactivity might devalue the cinematic experience. 

 

Interactive spectatorships: Incorporating Twitter as a Tool of Film Studies Pedagogy. 

Dario Linares, University College Falmouth  



This paper will outline the preliminary development and results of a sociological  

research project undertaken at University College Falmouth entitled Interactive 

Spectatorships. The project has held a series of film screenings amalgamated with a 

live twitter feed relaying comments back to an audience as they watch. Developed 

out of concerns regarding students’ participation in, and use of, film screenings 

as part of their learning practice the model was designed to facilitate immediate, 

real-time viewer response and discussion without undermining the integrity of 

the viewing experience. Furthermore, the stream of critiques and comment could 

conceivably be utilised as the basis for subsequent seminar discussion. The effect of 

social networking on questions of media organisation, production and consumption 

is a core aspect of contemporary sociological and philosophical enquiry. In terms 

of cinematic spectatorship, specifically regarding the traditional notion of the 

film audience, the impact of social media is yet to be researched but there is 

arguably an implication that such media should remain outside the auditorium. 

Critically conscious ‘active’ viewing remains as the core tenet of film scholarship, 

paradoxically however, communications technologies in their encroachment into the 

darkened almost sacrosanct space of the cinema, potentially redefines the idealised 

notion ‘pure’ film spectatorship. As Francesco Casetti suggests, in contemporary 

film viewing “we continue to engage in sensory doing, but the boundaries of this 

doing have been appreciably expanded” (2011: 6). The project aims to open up the 

possibility of actually enhancing a critical engagement with film using social media as 

a pedagogic tool. Having completed the pilot screenings this paper will discuss the 

logistical development of the project and the primary results obtained postulating 

how the use of social media could cross both physical and conceptual boundaries 

regarding film spectatorship and interactivity. 

 

Benjamin’s optical unconscious: the motion in photography as the 

interstice of cinematic time 

Linda Bertelli, IMT – Institute for Advanced Studies – Lucca (Italy) 

This paper focuses on the concept of optical unconscious as it emerges in Walter Benjamin’s 

A Small History of Photography and The Work of Art in the Age of Mechanical Reproduction. 

In particular, I intend to analyze the origins of the Benjamin’s concept from the László 

Moholy-Nagy’s work Painting Photography Film. According to Benjamin, just like 

cinematographic stills, photography makes explicit the part of movement that is not present in 



movement and renders it visible; it adds the ruffling, the tiny details, the half-hidden 

movement to the moment and thus makes visible the space-time fragment – as Benjamin 

writes - «when a person steps out» (A Small History of Photography). Following the premise 

represented by the optical unconscious notion, the first argument I seek to make isthat a new 

organization of the perceptible world appeared not in the 1920s and 30s but rather can be 

found thoroughly intertwined with the very historical origins of the photo-cinematographic 

tools, which originate from and are functional to a new conception of objectivity (and, hence, 

of naturalism and realism) that emerged from the birth of biology as an experimental science 

and therefore from the birth of the concept of life and a new conception of the body. As a 

matter of fact, I argue that biology’s ascendancy over natural history through a process that 

traces its documentable origins to the end of the eighteenth century, constituted the context 

that enabled and fostered the invention of photo-cinematographic techniques. Through some 

examples from the works of Ètienne-Jules Marey and Thomas Alva Edison, I therefore 

propose a second hypothesis, closely linked to the first: to begin with, cinema and, even 

earlier, photography, were created precisely in an interstice produced by the short-circuit 

between an invisible referent and forms of representation. Moreover, this short-circuit is 

nowhere as apparent as it is in the debate surrounding the depiction of movement that began 

in the second half of the nineteenth century, a debate that developed specifically in the field 

of physiology but went on to involve the fields of art as well. 

 

Coming into Focus: The Vanishing Subject and the Revivifying Camera in The Strange 

Case of Angelica 

Laura Sava, University of Warwick 

A nostalgic encomium to analog photography realized through digital means, Manoel de 

Oliveira’s 2010 film The Strange Case of Angelica never falls short of this paradoxical 

premise. His film is of a confounding kind, a strange case indeed of a decor which is out 

of step with the temporal setting of the story, of shots which outlast the characters’ exit 

from the scene, and of carefully composed frames which obstinately conceal their role. For 

these very reasons, an analysis which foregrounds the intermediality of the film is in order. 

The narrative fulcrum of the film is a case of post-mortem photography gone awry. The 

theme itself recalls early discussions of the ontology of the medium of photography/film, its 

mandate to, in the words of André Bazin, ‘embalm time’ (‘The Ontology of the Photographic 

Image’). The idea of framing is intriguingly and variously instantiated throughout the film 

and my paper will shed light on this dimension of the film. Equally, my presentation will 



draw on the works of Raymond Bellour, D.N. Rodowick, and Jacques Rancière in a reading 

of the film that emphasizes the movement between the two poles of the aesthetic image. 

These poles are, according to Rancière, the ‘hieroglyph’ and the ‘naked, non-signifying 

presence’ (The Future of the Image). I shall argue that the nostalgic overlay of the image 

coexists with a deliberately absent background to the story, which adds to the ‘strangeness’ of 

Angelica’s case. 

 

From  vacuity to motion pictures: the cinematic intervals 

Nawel Sebih, Université Paris Est 

When we focus on the notion of interval throughout History, mention should be made of the 

Japanese concept of Ma. This term refers to the interval, the interstice but also space and 

boundaries.  It may also describe minor changes as well as radical transformations. In  

Occident, the Atomistic Philosophy maintains that nature is only composed of atoms and 

void. This Atomist void isn’t considered space or container but an interval that creates a 

discontinuity between bodies and permits movement thanks to their contiguity or contact. 

In cinema, interval is what separates two photograms or two shots. Vertov defines it as the 

passage from a shot to another, creating spatio-temporal transformations. Vertov’s interval is 

not determined to create or maintain the illusion of continuity. On the contrary, it is the 

productive gap that organizes the shift between shots. For Deleuze, « you can bring two 

instants or two positions together to infinity; but movement will always occur in the interval 

between the two1». Norman McLaren also explains that « animation is therefore the art of 

manipulating the invisible interstices that lie between frames2». Thus, intervals between shots 

cause changes and internal transformations which participate in the harmonization of the 

film. In order to understand and specify the characteristics of the interval in cinema, we 

propose to start by analyzing the various concepts of the interval in philosophy. Then, we will 

compare the differences and analogies of their philosophical meanings to the cinematic ones.  

This way, we seek to extend and deepen knowledge of this term in cinema and thus perhaps  

contribute to define the cinematic interval. 
1 Gilles Deleuze, Cinema 1: the movement-image, The athlone contemporay press thinkers, 

1996, p.1. 
2 Norman McLaren (trad. By Cloutier), Corps, Langage, Technologie, Pierre Hebert, 1975, 

p.105. 

 



The Go-Between: Modernist Theatre Meets the Post-war Screen in the Filmmaking of 

Joseph Losey 

Peter Jameson, Queens University Belfast 

The films of Joseph Losey are habitually divided by critics into discrete chronological 

segments, starting with the director’s Hollywood phase, before the anti-communist witch-

hunts of the 1950s drove him into European exile. His early British output, broadly 

comprising studio-generated genre pieces, covers Losey’s film career up to 1962, when he 

attempted to signal his credentials as a European auteur with Eve. From then until 1970, he 

made nine films, three of them with playwright Harold Pinter. This trio of films cemented 

Losey’s reputation in Britain, and dominates the critical attention focussed on Losey. The 

remainder of his film career has been represented as that of a European journeyman, engaged 

in international co-productions with varying degrees of success, but never attaining the 

heights of the Pinter collaborations. This paper offers an alternative view of Losey, one in 

which all of his film work consistently and compellingly reveals him as a man of the theatre, 

whose passion for the early twentieth-century modernists would lead him to develop a 

cohesive film language to translate the concepts of the pre-war stage to the post-war screen. 

Central to this process were two key figures of modernist theatre Losey encountered during 

his 1935 trip to the Soviet Union: the Russian theatre director Vsevolod Meyerhold and the 

German playwright and director Bertolt Brecht. Losey, still only in his mid-twenties, took 

their ideas back to New York, where he put them into action in two “Living Newspaper” 

productions under the Federal Theatre Project. By the time he moved to Hollywood  

and directed his first feature, 1947’s The Boy With Green Hair, he had absorbed the theories 

and practices exemplified by Brecht and Meyerhold, and was to apply them to his 

filmmaking techniques in every area, including set design, performance, blocking, editing, 

lighting, cinematography and editing. 

 

Intermedial, intertextual and interstitial Juha 

Zuzanna Kurlikowska, University of Jyväskylä, Warsaw University 

Aki Kaurismäki’s black-and-white silent Juha is based on a classic novel in Finnish literature 

of the same name written by Juhani Aho – one of the Fathers of Finnish literature, at the turn 

of centuries. Aho’s Juha through years has proven to be a timeless, perpetually relevant work 

of art, a classic triangle drama with Finnish trappings. The opening shots of Aki Kaurismäki’s 

film adaptation remind the spectator of the studio period in Finnish history of cinema, but 

also bring the greatest names of classic Hollywood cinema such as Douglas Sirk. Quasi 



anachronistic visual style, black-and-white convention and return to the silent movie era 

create the feeling of idleness and happiness strengthened by the pictures of Finnish 

countryside. Cinema/film as a result of interconnection with other media has been a long 

discussed subject. In the case of the film adaptation, the viewer is exposed to the original 

literary text along, while watching the film, and experiences the confrontation of the former 

with the latter. This reception is based not only on prior knowledge or cultural background of 

the viewer, but also on specificity of film’s constitution. A literary text can imitate or remind 

elements of structures typical for music, theatre or finally film, so audiovisual performances 

and films constitute themselves in different ways in relation to other media. This paper will 

seek to demonstrate the dialectical interplay between the original literary text and cinematic 

forms applied by the director. It will try to scrutinize, how the original’s specificity lives 

within the Aki Kaurismäki’s film, how the Kaurismäki’s flashlight and the chandelier of 

Aho’s novel generate an experience of intermedial thus intertextual reference, finally how 

Kaurismäki’s Juha elicits elements of melodrama and fairy tale from Aho’s classical novel. 

 

Essayistic Thinking at the Junctures of Images: Arnaud des Pallières Drancy Avenir 

Laura Rascaroli, University College Cork  

This paper concerns itself with the transit as a concept at the heart of the question of the 

Holocaust, through which it is possible to interrogate issues of memory, testimony, narrative 

and representation. It also examines filmic transitions as a specific technology of memory, 

which mimics, produces and reproduces the movement of thought, thus exploring elements of 

filmic form, language and temporality. Its case study is Arnaud des Pallières’s Drancy Avenir 

(France, 1997), a polyphonic and palimpsestic essay film devoid of interviews or archival 

footage, which takes its title from the tram stop near the infamous Parisian camp of Drancy, 

from which 67,000 Jews transited on their way to the death camps. By placing much 

philosophical and filmic emphasis on transitions, junctures, mobility and impermanency, 

Drancy Avenir actualises history and offers a powerful reflection on the nature and effects of 

transitoriness—of time, life, matter, memory, and of filmic images. 

 

Notes on Two Interstitial Images: Depictions of Christ by Manet and Cézanne in 

Histoire(s) du cinéma 

Jill Murphy, University College Cork.  

This paper discusses two art-historical images, details of which are included in Jean-Luc 

Godard’s Histoire(s) du cinéma: the first is Manet’s The Angels at the Tomb of Christ (1864) 



and the second is Cézanne’s Christ in Limbo (1866-1867).  The events depicted in these two 

paintings situate the figure of Christ in a temporal, physical and spiritual liminality, caught 

between the human and the sacred, between mortality and eternity.  The paper considers how 

the history of both paintings contributes further to the in-betweeness depicted within their 

respective visual narratives. It also examines the role of the absent figure of Mary Magdalene, 

her association with the two images and her interstitiality. By examining why these paintings 

suits Godard’s project in Histoire(s) du cinéma and the manner in which the two images are 

incorporated, I aim to show how the two paintings created at a juncture between the painted 

image and the lens-based image, mirror a similar juncture between film and digital media 

over a century later.  

 

Tracing the past – Interstices between past and present in Henri-François Imberts “No 

pasarán, album souvenir” 

Veronika Schweigl, University of Vienna 

Tracing the past is a key issue in Henri-François Imberts essay film "No pasarán, album 

souvenir" (France 2003). The filmmaker links past historical events with the present and 

connects personal experiences and historical documents. This paper takes a closer look at 

Imberts cinematic search for the past and focuses on the interstices between past and present 

in his film. In "No pasarán, album souvenir" the filmmaker looks back on his childhood 

where he found six postcards of an incomplete series at his great-grandparents’ house. They 

illustrate events at the end of the Spanish Civil War in the late 1930s, when half a million 

Republicans, who had been defeated by Franco’s troops, fled to France. Twenty years after 

the discovery of the postcards, Imbert tries to complete this collection and travels through 

different villages close to the Spanish border in search of the missing 23 postcards. By telling 

the story of his research he tracks the fate of Spanish refugees and connects it with historical 

events of the past and with the present. Considering theories of Joachim Paech, Jacques 

Derrida and others my investigation focuses on the interstices between past and present. In 

particular I will concentrate on the question, how interstices mark transitions, linkages and 

ruptures between past and present.  

 

On image mixing machines: the relations between parts and whole in a sequence of 

films taken out of Histoire(s) du Cinèma 

Inês Sapeta Dias, Universidade Nova de Lisboa 



If on a first glance one could think, like Henri Bergson (in  L’Évolution Créatrice, 1907), that 

the image of cinema is formed through the articulation of immobile cuts, Gilles Deleuze 

shows (in Cinèma 1and 2, 1983-1985) that the cinematic image is not in the photograms and 

their articulation, but that it is an image of the in-between; that the image of cinema is not an 

image in movement, it is immediately an image-movement. The most approximated concept 

Deleuze finds to talk about this image, is that of the relation: as the relationship between two 

individuals can’t be summed up or be understood by an analysis of each individual in 

separate, also the cinematic image is a relationship between two images, that can’t be reduced 

to either of them. The image of cinema is then unstoppably, unsustainably an access to 

something that is outside its terms, a whole, something  of movement, that involves and it’s 

not contained by  its parts. Deleuze then takes a voyage through the different aspects of this 

image, shaped by different approaches to the montage work. And in this route he discovers 

other images, and different relationships between the whole and its parts; among them, he 

describes modern cinema as one in which the whole is not something open and within, it is 

not any longer a changing totality, but something of the exterior. In this respect, Deleuze 

points Jean-Luc Godard’s work as exemplar: when Godard puts two images together is not to 

associate them, but to create a space, a void between them; it is not any longer a question of 

attraction, but one of interstice. Through an observation of a small sequence of Histoire(s) du 

Cinèma (1988-1998), and its comparison to the articulation of the films assembled in that 

same sequence, I propose a comparison of two image-mixing machines: montage, and 

particularly, the godardian montage for the silent or void interstice; and programming, a way 

of putting films working in a determined way, by means of their articulation. I propose, then, 

a reflection on the character of the parts, whole and interval in the cinematic image and in the 

end I’ll ask: can films be parts of cinema, and cinema be considered a whole?  

 

Everything is Everyday 

Patrick Tarrant,  London South Bank University  

This paper proposes a scholarly reading of my own portrait film, a film that takes as its very 

premise the idea that the gap is central to the dynamics of subjectivity on screen. This 

premise is realised in the film’s very method, one that requires every shot to be recorded on a 

different day, creating a montage of duration that animates difference and change within the 

repeating patterns of the everyday. Taking a window cleaner as its subject, the film offers a 

philosophical reflection on everyday labour and the plight of a man who haunts the glass 

interface of the cinematic city, trapped between storefront and streetscape, but also floating 



spookily across time. Henri Bergson writes of time: “Its essence being to flow, not one of its 

parts is still there when another part comes along.” This film asks what part of the subject is 

still there (is seen/ remembered/ registered) when the next shot comes along? For although 

the continuity effected by the living subject acts to smooth over the cuts, these cuts remind us 

that the subject is nonetheless a subject in time, and therefore contingent and partial. Put 

another way, this film engages two temporalities, rendering a subject both in and out of time, 

both on and off screen. It is the elided time between shots that comes closest to offering a 

measure of lived duration — of subjectivity — yet the gaps themselves have no material 

‘duration’ within the film. The subject is in that sense also in danger of falling through the 

elliptical cracks of the portrait film, much as the everyday threatens to pass us by. Yet in this 

film it is the interstitial spaces themselves that display a strange capacity to refract, reveal and 

crystallise the illusive dynamics of subjectivity itself. 

 

Interactive Narratives: Extending Narrative Perspective< New Media Technology 

College, Dublin 

KellyMcErlean 

This paper examines the potential of new technologies within the audiovisual production 

sector to create an interactive navigational interface for non-linear narrative films. The paper 

proposes a paradigm-shift in film production from traditional linear content to a non-technical 

immersive interactive text achieved through the exploitation of hypermedia-based digital 

distribution technologies. The research took the form of a thesis and practice-based 

interactive film project The Little Extras (developed conceptually using script, storyboards 

and animatics; shot digitally, edited as a series of standalone scenes and distributed as a self-

contained interactive Adobe Director presentation). Literary texts reviewed in the paper deal 

with traditional film theory, interactive storytelling, codification of texts, subjective 

interpretation of colour and music, computer databases and digital media production tools 

and techniques. The paper examines the history of narrative development in the context of 

relevant film and Narratology theory. Presentation formats made possible by digital 

technologies are considered with particular emphasis given to spatial and temporal montage. 

The database is considered as a library of cinematic content accessible via electronic 

interface. The manipulation and prediction of audience response to specific content is 

examined in terms of the subjective interpretation of colour and sound. The development of 

the interactive film The Little Extras is traced from concept development to final distribution 

of the interactive film text. The key arguments of realism versus ideological deconstruction 



and narrative immersion versus interactivity are examined in order to explicate the film’s 

development decisions. 

 

Adapting the Orphans: new interpretations and interventions of archival public 

information films 

Jo Clements, University of Salford 

An increasing number of contemporary artists have been utilising, plagiarising and re-

appropriating film sourced from moving image archives. This has, in part, been made 

possible through the still (relatively) new cultural landscape created by the growth in 

technology, and the subsequent availability of a growing amount of source material archived 

and accessible on the Internet. Working with moving image and installation art, my current 

practice based PhD research takes as its core interest the reconstruction of narratives within 

archival materials and media taken from instruction and information journals and films, often 

termed, sponsored or, ‘orphan’ films. My fascination is with the design and aesthetic of 

formal advice from ‘experts’. My purpose is to use creative play as an interrogative strategy 

that both deconstructs and re-evolves content, and therefore original meaning. This paper will 

explore methods, developed during my practice based research, of re-appropriation for 

moving image; processes that incorporate chance, alga-rhythmic film editing, and invented 

systems for making that disrupt linear time to create new meanings and associations through 

a series of actions that include rupture, iteration and re-assembly. Central to this study is the 

following question; How does the re-appropriation of sponsored or ‘orphan’ films, produced 

to instruct and inform a particular demographic during a specific era (1950’s America), 

provide content for the creation of new work and in doing so contribute to contemporary, 

critical, artistic debates? The process of editing has at its core a desire to create gaps or 

interstices - through the removal of the unwanted. This paper will further explore, through 

examination of films made during my research, how the creation of these gaps has led to new 

modes of thought and interpretation of the original imagery. 

    

Audiovisual Glitch as Interstitial Practice 

Ruth Alexandra Moran, Trinity College Dublin 

The advent of digital technologies in the twentieth century transformed media culture.  Their 

increasing presence in audiovisual practice in this century presents a manifold transition 

inaudiovisual communication, from its processes of production and distribution to its 

narrative and aesthetic structures.  This paper focuses on one aspect of this transition that is 



revealed by contemporary digital audiovisual practice, through which it interrogates and 

demands a reconfiguration of the historical binary conception of audiovisual form in terms 

ofeither avant-garde/experimental or classical narrative categories. Rather than forming a 

continuum in audiovisual practice that is merely otherwise technologically produced, the 

uniquely digital aesthetic and narrative structures of contemporary audiovisuality demand 

that new theoretical approaches be formed for their elucidation. Glitch practices in digital 

audiovisuality incorporate the manifestation of technological error within the audiovisual 

narrative.  In doing so, they establish an intersection of these binary categories, which in 

general terms designated realism as the goal of classical narrative cinema, and the rejection of 

realism and the subversion of narrative cohesion through an emphasis on the processes of 

production, as that of avant-garde/experimental practices. Glitch audiovisual practice as the 

interstice between these now inappropriate binary categories becomes an area of exchange 

between two hitherto disparate audiovisual drives and establishes a new approach to 

audiovisual expression.  By exploring a number of examples of contemporary digital 

audiovisual glitch texts, this presentation shows how contemporary practice at the interstice 

of realism and an emphasis on the technologies of mediation responds to the conditions of 

contemporary culture. Through its involvement of both the human and the manifestation of 

technology within the aesthetic and narrative structures of the text, glitch audiovisual 

practices speak to contemporary culture through which our social, cultural, and economic 

interactions are increasingly mediated by digital technologies. 

 

Panel 6A. Opera: Now Playing at a Cinema Near You 

Introduced in the 2006/7 season by the Metropolitan Opera, the live simulcast of opera 

performances to cinemas shows every sign of establishing itself as a successful new form of  

mediatized opera. The Met: Live in HD now reaches approximately 1500 cinemas in 53 

countries, encouraging other prominent opera companies to introduce similar ventures. In one 

sense merely an adaptation of the technology of television and home video, these simulcasts 

also arguably represent something more far-reaching: the emergence of a new hybrid cultural 

form situated somewhere between opera, television and cinema. Drawing on perspectives 

from the fields of film studies, media studies, musicology and theatre studies, the three papers 

in this panel consider the broadcasts in the context of spectatorial experience, of the 

remediation of opera and as a pedagogical tool. 

 

‘Applauding the Screen: Opera, Spectatorship and Liveness in the Cinema’ 



Christopher Morris 

My paper focuses on the politics of spectatorship, asking whether the Live in HD series 

brings with it new forms of audience behaviour and experience. Audiences in the cinemas are 

both connected to and separated from the auditorium of the Met, at once reminded of their 

absence from the scene of performance (announcers inform us that there is no substitute for 

being there) and encouraged to bridge the spatiotemporal gap via what Michael Davidson has 

termed ‘technologies of presence’ (high-definition projection, surround sound). This tension 

between presence and absence is also characteristic of live broadcasts of opera on television, 

but in contrast to the intimate domestic spectatorship characteristic of television, Live in HD 

combines multiple the multiple public spaces of c. 1500 cinemas. How, I ask, might we 

theorize the relationship between the networked audiences in cinemas and the ‘original’ 

audience in New York? It is a tension highlighted during applause when surround sound 

envelopes the cinema audience with the sounds of the Met auditorium. Immersed sonically in 

remote applause and possibly (though not necessarily) joining with applause of its own, the 

audience in the cinema occupies what I will argue is a strangely in-between and as-yet under-

theorized spectatorial space. 

 

‘A Night at the Opera … oh really?’ 

Paul Everett 

When is an opera not opera? What happens to a live performance of opera when it is 

displaced out of its auditorium and filtered through the lens(es) of video direction and cinema 

presentation? Is an opera, historically the most complete and naturally complex of art forms, 

enhanced or diminished by such treatment? This paper explores the conflicting sensations of 

witnessing—from a cinema on the other side of the world—a live performance of Handel’s 

Rodelinda from The Metropolitan Opera, New York, on 3 December 2011.  

 

The Met: Live in HD and the New Spectatorship: A Pedagogical Perspective’ 

Estelle Murphy 

As part of a first-year undergraduate module in music at UCC, students recently attended a 

local cinema for a broadcast in The Met: Live in HD series. Following the trip, students 

participated in a class debate and submitted an essay-style review of their experience. As 

many of the students were unfamiliar with opera, much class time was devoted to preparing 

for the visit by focusing on operatic conventions, historical context, and historical 

performance practice. Yet the students’ reactions to the broadcast said as much about the 



experience of attending opera in the cinema as it did the opera itself. What emerged from this 

exercise, in other words, was strong evidence of reservations about the media experience and 

the new spectatorship that has formed around this hybrid cinematic genre. This paper 

documents the class’s preparation for, and reactions to, the broadcast with a view to 

interpreting the nature of the student response to opera at the cinema. 

 

Formal Hybridity and Representations of Emotion in the Recent Irish Cinema 

Jennie Carlsten, QUB 

Discussions of ‘national cinema’, and the debates over what form a national cinema should 

take, are too often predicated on the opposition of ‘art’ or ‘avant-garde’ with ‘mainstream’ or 

‘classical’ filmmaking practices. Hand-in-hand with this comes the binary opposition of 

reason and emotion. Films that ‘make one think’, defined by their adherence to supposed art 

cinema principles of ambiguity and distanciation, are placed in opposition to films that ‘make 

one feel’, defined by their prioritization of viewer engagement and identification. Like some 

other small national cinemas, the Irish narrative cinema of the last decade problematises this 

opposition, borrowing from the modes of both European art cinema and Hollywood genre 

cinema. The formal hybridity of the Irish national cinema is directly related to its 

representation of, and engagement with, emotion. The recent Irish cinema, preoccupied with 

questions of national trauma and individual bereavement, uses the formal strategies of 

flashback, ellipsis, and repetition to express the emotions of loss. In this paper, I consider the 

use of such formal ‘emotion cues’ in Irish films of the last decade. These include Neil 

Jordan’s Breakfast on Pluto (2005), Robert Quinn’s Cré na Cille (2007), Christine Molloy 

and Joe Lawlor’s Helen (2008), and Rebecca Daly’s The Other Side of Sleep (2011). These 

case studies provide an opportunity to reflect on the relationship between the formal 

strategies and the thematic elements of recent Irish cinema. This approach, based in cognitive 

theories of emotion and textual analysis, offers insight into the national film culture, while 

also exploring the relationship between film form and emotion. 

 

Section 481: Is film relief torn between culture and economics and feeling like a fool? 

Maria O’Brien, Trinity College Dublin 

‘Nations, like narratives, lose their origins in the myths of time and only fully encounter their 

horizons in the mind's eye.’ Bhabha, Homi K., Preface to Nation and Narration. 

 



The films made in and by the people of a nation are an expression of that nation’s culture. 

The film industry stands at the intersection of economics and culture, with both concepts 

acting as irreconcilably different masters. In Ireland, national cultural policy in the form of 

incentives, including tax credits, grants, quotas and incentives affect the form and content of 

films made within the state. Film incentives are primarily contained within section 481 of the 

Taxes Consolidation Act, commonly known as ‘film relief’. Introduced in 1984, the 

incentives have been extended in form and date a number of times, and have currently been 

extended to 2015. In May 2012, the Department of Finance called for a consultation on this 

relief, initiating a consultation ‘as part of an economic impact assessment’ of Section 481 tax 

reliefs. According to the paper published by the Tax Policy Unit, the review will examine the 

costs and benefit of the scheme, identification of value for money of the scheme, and look for 

recommendations for changes to enhance or maximise value for money to the tax payer. 

The methodology of the application of Section 481 and the tone of this recent Consultation 

Paper raises issues around the intersection of economics and culture within the film industry 

in Ireland. If this is state policy towards culture, it is purely driven by economics. For the 

state, the requirement to pass a cultural test to qualify for film relief enables the state to 

pretend that it is not only driven by economic matters. However, the wording of the 

Consultation Paper belies this. Culture and economics are two different masters, with 

different requirements. If the stories a nation tells to itself and to the rest of the world go 

towards the formation of the nation, as Bhabha contends in his phrase ‘narrating the nation’, 

it appears that Ireland is happy to subsume its cultural output to Mammon. My paper gives a 

brief outline of the history and workings of section 481. I then ask how cultural matters can 

be reinserted into state film policy. Is it possible, or even desirable, to create a workable form 

of film relief which intersects economic policy with cultural policy? 

 

Filming Ek Tha Tiger in Dublin: Bollywood, Community and Locality 

Giovanna Rampazzo, Dublin Institute of Technology 

Drawing on my ethnographic fieldwork on the sets of Ek Tha Tiger, the first big budget 

Bollywood production ever to be shot in Ireland, this paper explores the influence of popular 

Indian cinema on communities, mainly focusing on the experience of Irish-based Bollywood 

fans. The recent emergence of Bollywood film in the Irish context, arguably a consequence of 

a growing South Asian community in Ireland in the last decade, is testimony to the global 

expansion of Hindi cinema. In fact, the choice of Dublin as a location for Ek Tha Tiger can be 

seen as an expression of the strategies developed by Indian film industries to cater for 



audiences outside the Indian subcontinent, influencing viewers’ sensibilities and impacting 

local realities. Taking a phenomenological perspective, this paper sets out to unravel how a 

Bollywood film in the making interacts with local communities, addressing the significance 

of this presence in the context of people’s everyday lives and as a way to engage with cinema 

beyond the movie theatre. This paper will argue that, while making Bollywood cinema more 

relevant to people’s daily life, the shooting of Ek Tha Tiger in Dublin allowed the crowds of 

mainly South Asian Bollywood fans gathered around the sets, to gain visibility and become 

part of the film’s spectacle. Participant observation on the sets of Ek Tha Tiger, combined 

with interviews with film crew members and Bollywood fans, allowed me to establish the 

relevance of cinema in people’s lives and locality, as well as the important role that crowds of 

fans have in the film’s visual presence in the city. Ultimately, this paper will draw attention to 

the various reactions and interactions caused within local communities by the spectacular and 

tangible presence of a Bollywood film shoot in Dublin. 

 

‘Some Disturbance, Something Shifted, Revealed’: The Art Gallery as Interstice 

Paula Blair, Queens University Belfast 

Willie Doherty is just one visual artist working in and around Northern Ireland to intervene 

on institutionalised boundaries between cinema, visual art, and literature. His still and 

moving image works tend to indicate truths underlying contemporary socio-political culture. 

As with many works before it, his most recent video installation Ancient Ground (2011) 

presents layers of filmic and mental images. It invites the viewer to notice traces of human 

disturbance on the idyllic Irish landscape, urging the viewer to question what is underneath. 

Filmed on peat lands in Co. Donegal, Ancient Ground evokes bog bodies, the Disappeared, 

and all the implications of such hidden, yet ubiquitous, burial rites. With the gallery turned 

into a desensitized cinematic space for Doherty’s videos, the saturation in audiovisual 

information from his watchful camera and spectral voiceovers entice the spectator’s other 

senses while remaining out of reach – the viewer is implicated by inaction. 

In a similar way to the CCTV camera, Doherty’s lens partakes in a passive gaze. It observes 

without intervening on the site, leaving that act to the future discretion of viewers of the 

footage). Doherty’s camera, which consistently appears unmanned and ethereal, often 

assumes this non-intervening gaze akin to CCTV. Unlike closed-circuit recordings, Doherty 

inserts the films into the public sphere. His Blackspot (1997) and Control Zone (1999) 

emulate British Army surveillance vantage points– footage intended only to be viewed by 

official representatives of the state. With Ancient Ground, Doherty again reveals – or 



suggests a revelation – of what is concealed, the sights not intended for public witness. It is 

with this public access to the unseen that the gallery potentially becomes a site of intervention 

by prompting awareness in the spectator, so disrupting understood boundaries and the usual 

order of information exchanges. This paper will outline those disruptions and indicate how 

the gallery becomes an interstitial space through such works. 

 

Sitting, walking, touching, flying: Constantin Brâncuşiʼs fluid sculpture and 

his voie vers l’infini as viewed by Cristian Amza 

Jana Gavriliu, University of Bucharest, Romania 

Jill Beaulieu, Mary Roberts and Toni Ross (Refracting vision. Essays on the writings of 

Michael Fried) consider that Michael Fried is one of the most influential 

anachronistic/conservative/formalist/idealist voices in the fields of art criticism, art history 

and visual theory. His work impinges on many of the most pressing and contentious debates 

within art discourse, debates over long-standing differences between formalist and historicist 

paradigms, between historical and conceptual parameters of modernism and postmodernism.  

Starting from this ideas my contribution to this conference aims to discuss the ways in which 

art discourse can touch certain blind spots of entry and merging as spectatorial relationships 

with Constantin Brâncuşiʼs documentary film, Voie vers l’infini – Constantin Brâncuşi. I 

intend to reach, in this way, the impossible feat (Jill Beaulieu, Immanence and Outsideness) 

of Michael Friedʼs entry in or merging to the sculptural/cinematographical space (Herschel 

Chip, Peter Selz, Joshua Taylor, Theories of modern art: a source book by artists and critics). 

In this way, I intend to demonstrate that Brâncuşiʼs sculpture and Amza’s documentary film 

could be experienced not only from one pre-established, neutral and objective viewer 

position, but also as sitting or walking or touching or flying art experiences, as imaginary 

immersions in the sculptural/cinematographical space. In this way, sitterʼs or walkerʼs 

passages through sculptural/ cinematographical spaces could be experienced as performing 

perceptions embodied and circumstantial, rather than transcendental or universal (Toni Ross, 

Paradoxes of Authorship and Reception in Michael Fried s Art History). This destabilizing of 

Brâncuşiʼs sculptural and Amza’s cinematographical spaces as sitting, walking, touching or 

flying art experiences, becomes, in this manner, some kind of situational 

sculptural/cinematographical preoccupations which imply, as Jacques Derrida would say, an 

endless deferral of meaningfulness. 

 

A museum of ekstasis: film and the experience of transition 



Fay Hoolahan, Camberwell College of Arts, University of the Arts London 

This paper investigates the idea of film as spatial practice, and considers how film as practice 

can be used to understand how we experience space and place. It addresses the concept of 

“film as a means of transport” (Bruno, 2002), and explores how moving image artworks offer 

the experience of ‘voyage’ through space via time. It examines how the medium of the 

moving image functions as ‘cinema-topography’ within a process of creative geography, in 

that it not merely depicts space but also conveys a sense of space beyond purely optical - and 

auditory – perspectives: film is able both to produce ‘place’, while also documenting the 

experience of material sites. The paper proposes that, as a medium of ‘motion’, film 

generates an experience that is both a spatial and temporal ‘event’ for the viewer; then, as 

‘event’, this can operate as a dialectic of location and dislocation. The tensions in the 

experience are therefore exposed: issues of proximity/distance, exterior/interior, 

belonging/not belonging, stasis/motion. This is discussed in relation to Eisenstein’s theories 

of the ‘shattering’ of space in film montage and in terms of picturesque practice, in which the 

fixed perspective of landscape painting is replaced with the peripatetic view of “complex 

spatial wandering”. (Bois, 1987). These ideas are explored with reference to moving image 

works: Maya Deren’s At Land, Sophie Calle’s North Pole, Emily Richardson’s Redshift. The 

paper concludes that the sense of transitivity in film can offer “an experience of the 

unrepresentable” (Montani, 2002): the viewer (‘voyager’) is ‘moved’, however the process 

also allows for the formation of a new, ‘impossible’ space, which in turn offers multiple 

viewpoints and shifting spectator positions. Film is document of both the ‘transitive path’ and 

also a sense of transition itself; it is a navigation of this interstitial and transformative state: a 

museum of ekstasis. 

 

Between the Gaps and Across the Crevices: Classical Hollywood, Superman, and the 

Historical Origins of Transmedia Storytelling 

Matthew Freeman, University of Nottingham 

If this conference seeks to provoke dialogues on transition and difference by examining the 

gaps and junctures that exist between the borders of film history, then this paper traces mostly 

unexplored histories of transmedia storytelling by exploring industrial contexts of production 

in the era of Classical Hollywood – positioning the historical origins of transmediality as a 

practice that was formed in the cracks and crevices of U.S. media industries. Most explicitly 

theorised by Henry Jenkins, transmedia storytelling involves the telling of ‘stories that unfold 

across multiple platforms, with each medium making distinctive contributions to our 



understanding of the storyworld (2006, 334). While the concept of transmediality is often 

discussed in a twenty-first century context of the media conglomerate, this paper serves to 

examine an historical occurrence of transmedia storytelling, drawing on the intellectual 

property of Superman as it appeared across a multitude of media industries throughout the 

1940s – that is, on radio, in comics, novels, and theatrical cartoons. This paper examines 

historical transmediality as an industrial practice formed by licensing agreements, using the 

Superman intellectual property during this period of Classical Hollywood to demonstrate the 

ways in which the era’s more peripheral interindustry relationships informed the dominant 

convergent practices now exploited by contemporary conglomerates. 

Indeed, while exploring the period’s Superman texts as productions that occurred in the gutter 

of the very media industries that were paradoxically being used to secure the largest possible 

distribution for these texts, this paper ultimately highlights how the successful transmediality 

of the Superman intellectual property during the era of Classical Hollywood – be it on radio, 

in cinema, in comics, or in novels – rested entirely on its marginalised interindustry position 

between the independents and the majors. 

 

Exploiting Intermedia: Film, TV, and Tabloid in Santiago Segura’s Torrente 4 Lethal 

Crisis (2011). 

Luis Guadano, Old Dominion University 

In 1998, Santiago Segura revolutionized the Spanish film industry after releasing Torrente, 

the Dumb Arm of the Law, based on the exploits of Jose Luis Torrente, a politically incorrect, 

Fascist, racist, drunkard, lazy, and sexist ex-cop. While part of the film’s success can be 

attributed to a solid narrative grounded in the parody of famous Hollywood films seen 

through the lens of an updated Spanish comedy tradition, a few cameos of several famous 

contemporary Spanish actors—such as Javier Bardem, Jorge Sanz, and Gabino Diego—not 

playing their regular characters also contributed to increase the audience’s interest in the film. 

The success of the movie prompted Segura to develop 3 sequels over the next thirteen years - 

Torrente 2, Mission in Marbella (2001), Torrente 3, The Protector (2005), and Torrente 4, 

Lethal Crisis 3D (2011), which have turned the Torrente phenomenon into the most 

successful and profitable film “franchise” of all times in Spain. In my presentation I will 

analyze how in Torrente 4, Lethal Crisis 3D, Segura has managed to retain the “Torrente 

feeling” of the film by leaving the main character unchanged while incorporating 

contemporary topics and Spanish TV celebrities. As a consequence, his successful formula 

has moved away from a filmic plot-driven narrative, specially designed to showcase the 



despicable doings of Jose Luis Torrente, to embrace a Comedy TV show format of 

undisclosed special appearances by tabloid and reality-TV-made celebrities from Spain, 

linked by the presence of Torrente as MC, thus showing how the Spanish comedy tradition 

constantly absorbs and re-presents new genres, including the most recent pop cultural 

phenomenon of reality television. 

 

Eyes that touch: haptic form and mimetic contact in Claire Denis’ Vendredi soir 

Ian Murphy 

Traditional narrative cinema has typically been characterised by an optical mode of looking, 

which stages a relationship of distance and separation between the viewing subject and the 

object of its vision. Drawing upon Gilles Deleuze’s philosophy of time-image cinema and 

Henri Bergson’s model of multisensory perception, Laura U. Marks has elaborated  a theory 

of embodied film spectatorship she terms haptic visuality, a mode of looking that closes the 

dynamic gap between subject and object by having “the eyes themselves function like organs 

of touch” (The Skin of the Film, 162). My paper focuses on Claire Denis’ 2002 film Vendredi 

soir as an instance of narrative filmmaking that actively dismantles the optical mode of 

spectatorship and instead facilitates a pleasurably haptic relationship to the screen. In 

representing a low-key romantic encounter that unfolds between two strangers during a 24-

hour public transport strike in Paris, Vendredi soir employs a range of alternative visual 

techniques—impressionistic lighting, desaturated colour palettes, dissolves, superimpositions, 

slow motion, and compositions that alternate between deep and shallow focus—which 

collectively encourage the viewer to surrender the optical mastery associated with narrative 

cinema. Combined with the film’s minimal plot, non-expressive dialogue and abstract sound 

design, these techniques trigger unexpected overlaps and correspondences within the 

viewer’s perceptual field, activating his private storehouse of intuitions, perceptions and 

sensory associations to fill in the narrative blanks. This awakening of the mimetic faculty of 

the viewer’s psyche reaches its apex in the film’s celebrated love scene, wherein Laure and 

Jean wordlessly consummate their one-night stand in a hotel room. In this scene the viewer, 

denied the narrative movement provided by deep-space representation, assumes a deeper 

engagement with the material surfaces and textures that fill the frame; in the process, he also 

makes indexical contact with his earliest memories. 

 

The Moving Image and the Impossible Presence of Life  

Gert Jan Harkema, University of Groningen 



At early cinema screenings the primal moment of movement captured on film caused its 

audience to experience astonishment. Not only was the early cinematic technique centred on 

“the sheer celebration of movement for its own sake”, recent studies show that it is the aspect 

of movement that causes "extreme spectator involvement" by which movement it is not 

simply shown, but, to use Tom Gunning’s words, arouses an astonishment “we feel in our 

guts and throughout our bodies.”  

This essay is a phenomenological analysis that investigates the paradoxical shock and thrill 

that movement caused with its spectator as an embodied and affective event. I will argue that 

the confrontation with movement that very early cinema presented directed the viewer to the 

fragility of existence and his/her carnal being, as well as it delivered a “perception of one’s 

own vitality.” Thereby, we could frame this impact as the rapturous experience of the sublime 

aesthetic experience. By representing something which was previously thought to be 

unrepresentable, namely movement, the cinematic technique at its moment of introduction 

destabilized the representational order while victimizing the viewer. As Jean-François 

Lyotard aligns with Burke's writings, in “the zone between life and death” the sublime “tries 

to present the fact that there is something unpresentable.” 

 

The Rebel of the Chinese School: Modernist Expression in A Da’s Late Animations 

Chen Yuanyuan, University College Cork 

From the 1960s to the 1980s, the Chinese School of animation was renowned both at home 

and abroad, especially on account of its emphasis on national character, aesthetics and 

philosophy. A second-generation animator in the School, A Da’s (1934-1987) early works 

display all of the School’s conventional, classic features, but a significant transformation can 

be observed in his later animations, which were visibly affected by western modernist art and 

thought. The extent and import of these innovations, which has yet to be fully aknowledged 

and assessed, will be clarified via an analysis of his last two animations, Super Soap (1986) 

and The New Doorbell (1986). Aspects of modernist expression will be explored in these 

works—from their modern subjects and narrative structure, to various techniques borrowed 

and adapted from modernist painting, to their use of irrationalism and the carnival. This essay 

aims at calling attention to and elucidating the revolutionary approach A Da crafted at the end 

of his career, in the context of the history and style of the Chinese School of animation on the 

one hand and, on the other hand, of the appearance of modernism in China in the 1980s. 

 

In-between between Software and Image 



Aylish Wood, School of Arts, University of Kent. 

Pervasive animation in games, animation, films, commercials and visualizations means that 

software increasingly influences how we can imagine fictions, display information and 

interact with a digitally mediated world. What we see as an image and hear as a sound 

emerges as an animator works within a sphere of influences. Through current developments 

in software studies, a sphere of influence can also be understood to include software 

algorithms (MacKenzie 2006; Manovich 2011, Kitchin and Dodge 2011). This paper seeks to 

bridge the gap between software and the images produced through its use. The question 

pursued is whether or not interface languages are beginning to emerge. That is, a language 

that reveals traces of a software package which in turn influence how viewers and users and 

engage with audio-visual images. To avoid over-determining the impact of software, the 

research methodology is based in visual studies, ecological approaches as well as software 

studies. The primary materials are moving images, production culture materials, training 

manual and on-line tutorials, and interviews with software users. This presentation focuses 

on the narratives surrounding Autodesk® Maya®. Recent uses include animated features The 

Lorax and Rango, the live-action film John Carter, the Audi hummingbird commercial and 

NASA visualizations. The software is influential in the sense that it is widely used within the 

film, game and animation industries, and a training in Autodesk Maya has become important 

for prospective animators and game designers. My preliminary work suggests that the 

language of an interface is not straightforwardly readable from images on the screen, but 

emerges at the interstices through which software processes make data legible and open to 

manipulability. These interstices occur in spaces where data is colonized by software and 

human users of software are colonized by data. 

 

Changing faces of Monkey King: Animated Images and Political Ghosts 

Wang Keyue, Communication University of China, Beijing 

In 60 years, Monkey King, the main character in the Chinese epic novel Journey to the 

West appeared in different animated films, made Chinese animation history. At the same 

time, the cartoon monkey with extraordinary power also kept changing faces constantly to 

interact with the changing political environments. In the  Princess  of  Iron  Fan  (1941), the 

first full-length feature in East Asia, monkey king wearing Mickey Mouse looking, led a dual 

with a vengeful princess, which has an obvious propaganda intention during the Anti-

Japanese War (1937-1945). In Havoc in  Heaven  (1961-1964) monkey king was regarded as 

a metaphor for the "havoc spirit" in anti-bourgeois movement encouraged by Chairman Mao. 



In Monkey King Conquers Evil (1985), monkey king got a mature personality insisting on 

exposing the White Boned Demon’s tricks, which imply a reflection of the Cultural 

Revolution. Contrary to the opinions that the political situation has conspired against 

animators and stifled their potential, the paper regards politics as more complex factor. 

Chinese animation team got strong motivation and ideological support in art creation. In the 

last 10 years, time & space transferring in globalization time provides complex stories. 

Japanese and Korean Monkey Kings have changed local cultural reproduction. Chinese 

monkey king with new meanings also has wide probabilities of Interpretation. New 

imaginations in a new interpreting situation transform political ghosts and the old myth to 

cultural, liberal or nostalgic implications. 

 

Chantal Akerman’s from The Other Side (De l’autre côté, 2002): Interstitial Spaces in 

Geography and Genre 

Evgenia Giannouri, University of Lille 3 

In  1839  and  1842,  the  American  explorer  John  Lloyd  Stephens  made  two  expeditions  

in the Yucatan Peninsula  in  Mexico.  He was accompanied by the architect Frederick  

Catherwood whose drawings visually transcribed the rich historical heritage found on the 

site. In his travel writings entitled Incidents of Travel in Yucatan, Stephens explains that local 

populations seem to show a certain detachment, a  sort  of  indifference  to  their ancestral 

heritage and landscape. As if they “suffered” from symptoms of historical heterotropia 

(cross-eyed strabismus) making them, according to  the  northern established ideas, 

insensitive to the signs of the past. In  2002,  Belgian filmmaker and video artist Chantal 

Akerman makes From the Other Side,  the third of  a five-part documentary  series  that also  

include From the East: Bordering on Fiction (1995), South (1999), Down There (2006), 

Women of Antwerp in November (2007).  The filmmaker shifts her  focus  between  the  

border  towns  of  Agua Prieta,  Sonora,  where  people  from  all  over  Mexico  wait  to  

attempt  the  dangerous crossing to America, and Douglas, Arizona.  Along with landscape 

views  and  the  long dolly shots known as Akerman’s cinematographic signature, the film 

presents a series of interviews from  both  sides  of  the  border.  In one  of  these  interviews  

a  local  sheriff  in Arizona  accuses the American government that they have deliberately  

closed the San Diego border thus activating the strategy of “calculated death tolls”. 

From the Other Side is by all means a film in the interstices. On the one hand, the 

documentary’s narrative takes place along the boundary between Mexico and the U.S. where 

fences and walls have been constructed since the 1990s. On the other, the film’s visual form 



demonstrates a hybrid aesthetic midway between standard documentary practices, cinematic 

essay and video art. As a multi-media video installation, the film has been part of the 

“Moving through Time and Space” project, a travelling exhibition featuring extracts from the  

five  travelogues mentioned above. From the other side reflects  the permeable border 

between  conventional cinema, gallery and museum institutions as well  as  the  migratory  

politics and  the  consequential  patterns  of  thought that constitute the film’s main subject. 

The paper aims to examine the film’s double interstitial space in both geography and genre 

issues. Akerman’s “cross-eyed” cinematographic approach suggests an additional interstice 

between the present banning of human flows and the past travelling expeditions meaning to 

shape cultural and historical awareness. 

 

Fragile Utopia: Between a Rock and No-place in Ursual Meier’s Home.  

Conn Holohan, National University of Ireland, Galway 

In ‘Home in Hollywood’ Elisabeth Bronfen argues that home functions as ‘a symbolic fiction 

that makes one’s actual place of habitation bearable’. Ursula Meier’s 2008 film 

film Home insightfully explores the operations of this fiction, including its gendered nature, 

and reveals how these fantasies underpin the functioning of cinematic melodrama. It could be 

argued that a tension between the stability of home and the lure of mobility lies at the heart of 

all cinema, and this tension is given visual and narrative expression in the fragile homespace 

that Home’s protagonists construct on the edge of a motorway. By refusing the motorway’s 

insistence on movement, they assert their own subjectively meaningful sense of place over an 

ever-encroaching utilitarian space. 

 

Interstitial Narration in Eija-Liisa Ahtila’s Where is Where? (2008) 

Maria Walsh, Chelsea College of Art & Design 

In this paper, I propose to look at the spatialisation of narrative in relation to Eija-Liisa 

Ahtila’s gallery film installation Where is Where?, 2008, 53 mins. I shall explore how her use 

of different registers of cinema in this gallery film installation, i.e. found documentary 

footage, docu-drama re-enactment, and cinematic language, engenders a spectatorial 

positionality that unseats conceptions of self and other, here and there and thereby allows for 

the generation of new postcolonial narratives. Where is Where? is dispersed across four 

central screens which form the ‘walls’ of the piece, with a further two screens showing an 

animated film and digitised archival footage of the Algerian War, respectively being located 

at the entrance and exit of this enclosure. There is no position from which to see all screens at 



once, a spatial dislocation that uncannily echoes the narrative of the film itself which 

meditates on the complexity of positioning oneself, especially as an artist, but also as a 

spectator, in relation to horrific events such as war and genocide whose contagious effects 

seep across time and place in a global world. How does Ahtila’s disjunctive staging of 

representational events alter how we might engage with the narrative of this film which is 

derived from a case study in Franz Fanon’s The Wretched of the Earth featuring two young 

teenage Algerians who murdered their European friend during the Algerian War as revenge 

for the massacre at Meftah of 40 Algerian men in 1956. The difficulty of joining the 

fragments of Ahtila’s storytelling, while frustrating, is also the means by which this story 

physically affects and (dis)possesses the viewer, creating what might be called a ‘chaosmotic’ 

(Deleuze) perspective, (which is considerably tamed in the single screen version of the same 

work made for cinema screenings). In Catherine Russell’s Experimental Ethnography she 

says that in films of possession ‘[t]he spectacle [...] stands in for the experience of  

possession’ (194), the latter being that which unseats the positionality of spectator. In relation 

to Where is Where?, I shall explore how the experience of possession is instead transferred to 

the spectator, which undermines the spectacularisation of violence and the distance we might 

want to take from it. Possessed by images that flit cross and exceed our field of vision, we are 

addressed at the level of bodily affect and kinesis, ‘primitive’ tropes which form the basis of 

our implication in the image and in the narrative of postcolonial guilt. 


