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Chapter 2 - The Image in the Frame

“There it is, our 1.33 rectangle, it will tolerate precious little tampering with at all.”’

Hollis Frampton (in Heath, 1981, p.35)

The examination of space in film may be divided... into two: the examination of
space ‘in frame’, the space determined by the frame, held within its limits; the
examination of space ‘out of frame’, the space beyond the limits of the frame, there
in its absence and given back, as it were, in the editing of shot with shot or in

camera movement with its reframings. (Mitry, 2000, p.33)

Bruce Nauman was asked in an interview whether he had any problems with the
‘milky image’ of the black and white Portapak?’ or the ‘opaqueness of the video
image?’ (Dercon, 1998, p.99-103). Nauman, referencing such works as Angle
Walk (1968) or Bouncing In the Corner Nol (1968), responds by saying that he
was ‘interested in the ambiguous quality of the image...” (Dercon, 1998, p.99-
103). Nauman’s video work is not about the transparent clarity of the image but is
inspired by issues around representation, with how the moving image represents
the body in space, and how the image serves to frame and isolate the body. His
installations such as Going Around the Corner Piece (1970) were also occupied
with the ‘intentional confusion about which is the inside and which is the
outside... There’s the real space and there’s the picture of the real space which is
something else... What interested me was the experience of putting those two
pieces of information together: physical information and visual or intellectual
information. The experience lies between the two, of not being able to put them

together’ (Dercon, 1998, p.103-104).

This position, of there being an inside and an outside to the image, and the
moving image having an ambivalent relationship with the frame that often serves
to present the image in a pristine form, will be one that I look at this chapter. Any
attempt, writes Mitry, to dispense with the frame serves to jettison the ‘aesthetic

qualities of cinema... in favour of pure “sensation”” (Mitry, 2000, p.77). The film
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distance... As soon as we begin to find our bearings, the landscape vanishes at a
stroke like the fagade of a house as we enter it... Once we begin to find our way

about, the earliest picture can never be restored. (Benjamin, 1985, p.78)

When discussing Baudelaire and the role of the flaneur, Benjamin (together with
his co-author, Asja Lacis) argues that the flaneur is porous, inside the arcades or
out on streets, everywhere in Paris is like home. However, ‘For anyone who is
blind to forms sees little here’ (Benjamin, 1985, p.169), Benjamin writes of the
tourist in Naples, before going into detail about the ‘craggy’ poverty of the city
where, ‘Tenements blocks of six or seven stories, with staircases climbing their
foundations, appear against the villas as sky-scrapers’ (Benjamin, 1985, p.169).
Characterising the communality of Naples, he continues; ‘As porous as this stone
is the architecture. Building and action interpenetrate in the courtyards, arcades
and stairways. In everything they preserve the scope to become a theatre of new,
unforeseen constellations’ (Benjamin, 1985, p.169). The flaneur strives for
permeation while at the same time knows that it is an ideal and an image, and that
the idea of the ‘porous’ also expresses structure and surface. Walter Benjamin’s
Arcades Project is evidence of the struggle between form, the expression of the
outside of the body, one which frames it off, and porosity. Benjamin’s project is
to collect and index that which is not his in order to openly re-organise it, to

challenge the ‘throwness’ of the urban imagination.

On one level both the flaneur and the moving image have similar ‘aesthetic’ roots.
They both engender movement across un-mapped spaces, creating unpredictable
connections and juxtapositions. They both allow the viewer to move through
space unseen, unattached to the world, but only in order to feel that attachment
even more deeply. They allow the floating viewer a free rein of perceptual
imagining, but with the edges of the screen, the edges of streets and of buildings,
they are always confronted by the ‘frame’. There is a constant framing and re-
framing, moments of orientation and re-orientation. Patrick Keiller’s observation
on the relationship between space and the representation of the moving image,
suggests a conflict between the body in space and the filmmaker’s approach to the
image that has to be accommodated, but cannot be overcome; ‘The hollowness of

space is what characterizes the experience of it, and is what must be depicted in
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180-degree rule smoothes over any disorientation that might occur through
cutting from one shot to the next, wide-shot to medium shot, medium shot to
close-up. Kant’s insistence that orientation heavily depends on the symmetries of
left and right and the asymmetry of our bodies can be used to account for the
rigidities of the 180-degree rule. Like the shot-reverse-shot, the 180-degree rule
helps makes the cut invisible, providing a fluid movement through the story,
suturing the spectator into the chain of discourse. Ozu’s films draw attention to
many of the assumptions around the centralising power of the apparatus, and the
degree to which the spectator is spatially positioned and sutured by narrative
construction. They also reveal the omniscient power of the narrative, where, I
argue, the spectator connects to the image, the characters and their dramas, over

and above the spatial language of the cinema.

In contrast, Ozu follows the ¢360-degree model of space’ (Branigan, 1976, p.91).
However, °... such cutting is not completely disorientating; if it were, space
would wholly overwhelm the narrative’ (Thompson and Bordwell, 1976, p.56).
360-degree space is regarded more instinctively, as an ‘aroundness’ of space, with
a generally loosening of the 180-degree rules, and indeed the constant ‘fetish’ of
nearness in mainstream cinema is also somewhat loosened. More motivated by
the concerns of apparatus theory, Burch notes an emphasis on texture and surface
in Ozu, whose filmmaking strategies ‘produce a single effect: the elimination of
depth indices, the flattening of the image and its reduction to the two-dimensional

surface of the screen’ (Burch, 1979, p.174).

Two-thirds of the way through Flavour of Green Tea Over Rice (1952) Taeko
argues with her husband over her niece’s resistance to an arranged marriage.
Their own marriage is seen to be falling apart. There is a cut from her husband
working in his home office to a shot from the rear of a train, looking backwards
down the line, towards a platform. As the train moves forward, the serial ranks of
wired-up telegraph poles adds distinctly to the rhythmic constancy of the
vanishing point. (A black and white film, it emphasises the graphic qualities of
spatial sculpting). Horizontal window bars dominate the lower half of the screen.
Twelve seconds later, there is a slight jump cut to a wider shot. There is a distinct

sound cut and another train goes past in the opposite direction. We see the vertical
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Chapter 4 - Decentring Mechanisms

Writing in general... was firstly a site of measuring... as the archaeologists of
Babylon have shown concerning the rhythms of flooding. Consequently, should one

say that writing is a clock...? (Stiegler, 1998a, p.223)

The ‘hollowness’ of space, as Patrick Keiller has characterised it, becomes so
when one is considering reducing space to a flat surface and a sequence of
images. The present-to-hand makes for a feeling of the outside of space, and for
the presentation of absent-making properties of the image. Keiller, in his films
London and Robinson in Space, which comply with Jameson’s ‘aesthetic of
cognitive mapping’ (Keiller, 1991, p.54)**, utilises characters ‘outside’ of the
images, as observers and voice-over commentators along the edges of the
represented spaces. The conflict between the ‘aroundness’ of space and the
processes of reduction is also central to my own work. The challenge, as
exemplified in Essex Flaneur (2006), was to capture the body’s movement in and
through space. To try and create a sense of nearness, but also to portray how
through the universal desire for nearness, and its technological availability,
nearness has actually become undermined ‘dromoscopically’, as Virilio might say
on the elimination of distance. However, as I have shown in regard to Ozu’s
work, it would seem that the more ‘roundly’ spatial the moving image is, the
more it draws attention to its nature as image, as an absent representation of
spatiality. This ‘overt’ spatial language then makes technics and artifice a visible
property of the moving image. The way in which the spatial can expose technics,
the thinness of mnemotechnology, will be investigated by looking at the way two
narrative films, 4 View from The Villa (1960) and North by Northwest (1959)
both use artifice by veiling it, in comparison to an experimental film, River Yar

(1971-72), which works through the unveiling of its own prosthetics.

A View from The Villa was the first episode of Dangerman. This television series

provides a defining memory of 1960’s popular culture. In 4 View from The Villa

2 Together with an analysis of ‘the world space of multinational capital’ (Jameson, 1991,
p.54).
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the pre-Bond secret governmental operative, John Drake, is attempting to
establish the identity of the main witness to the murder of an Italian banker, called
Delroy, and to resolve the whereabouts of the gold that he’s stolen. Drake realises

that a painting by the witness could lead him to her and to the clues to the murder.

The opening credits show a wide shot of a modern glass building, with a
reflection of St. Paul’s in the background, (a ‘fake’ superimposition, past and
present come together spatially), with Drake coming out the building and jumping
into his open-top sports car. Cut to a wide establishing library ‘stock’ shot of a
city, with a caption that says ‘Rome’. Drake’s voice-over informs us that he was
in ‘Rome’ when he was summoned by the director of a bank about the death of
his treasurer. As Drake inspects the apartment where the murder took place, we
are briefly shown part of the painting of a townscape that is soon to come become
more significant in terms of the way narrative directs us through space. Cue
another stock shot of Rome; traffic on a roundabout, going round the Fontana del

Tritone.

After questioning a dressmaker and then Delroy’s bed-ridden wife, an artist in a
local restaurant recognizes the photograph of Delroy that Drake shows him.
Drake returns to Delroy’s mistress’s apartment and matches the signature on the
artist’s sketch with the signature on the painting. Drake then studies the painting
with a policeman. They recognise the painting by its ferry by studying a pile of
maps, and a town is identified as being the site of the painting. Cut to an
establishing shot of a small Italian town, (an English town standing in for an
Italian one). It resembles the one depicted in the painting that he now has with
him. He drives through the town and finds the view of the town, another stock

shot, that matches the painting.

Cut to another stock shot of the view. The view from the painting exactly matches
the view from a courtyard. An old woman confirms that her mistress has painted
it many times. The ‘G’ on the painting stands for Gina and Drake waits for the
dressmaker, Gina Scarlotti, to arrive. Drake knows she’s hidden the gold. In fear
of her life Gina claims she knows nothing about it. As Drake finds the hiding
place for the gold, they see the gangsters and Mrs. Delroy getting out the car.
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The Villa, there is a panoramic view of Rome from Capital Hill, which is supplied
with a superimposed caption that reads ‘Rome’, informing the audience, in no
uncertain terms, that they are in a particular place. The caption, and the flattening
effect of the symbolic, reveals the limitations of the non-arbitrary nature of the
image. This non-specific nature of the moving image undermines its ability to
anchor itself in definite signification. The intrusion of the caption, a framing
device, situates the spectators, embedding them somewhere they know they
cannot be. This two-fold movement, disguising the images’ absence, is inherent
to the sense of play and artifice that is necessary to the functioning of filmic

narrative as thin space.

Made within a year of each other, North by Northwest and View from the Villa
bear rather similar attributes; they are set in the paranoid cold war period, they
utilise modern architecture, they appeal to the vaguely knowing, ocular-centric
tourists’ view of the world, as kind of adventure travelogue. The final key that
unlocks the secret at the heart of narrative centres around a painting in one, and a
primitive (Pre-Columbian) figure, bought at an art auction, used to hide the
microfilm, in the other. They both resolve their narratives with or through
movement across space, whereby locality contrasts with the international and
global tensions set up by the narrative. Hitchcock’s film is obviously far more
sophisticated in its use of artifice, and this reveals itself in the way he
incorporates space into the narrative. On the other hand, the spatiality in View
From the Villa is purely metonymic. It only forms relationships on the horizontal
level of narrative. Hitchcock, via his modernist use of contiguous verticality
(literally as well as metaphorically), is able to create what Metz, in his discussion
on the condensatory nature of the dissolve and superimposition, calls the
‘verticality’ of the meaning, where the metonymic combines its contiguous

powers to create metaphor.
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